Gustave Vogt\u27s Musical Album of Autographs: A Scholarly Edition by Leitterman, Kristin
City University of New York (CUNY)
CUNY Academic Works
Dissertations, Theses, and Capstone Projects Graduate Center
6-2017
Gustave Vogt's Musical Album of Autographs: A
Scholarly Edition
Kristin Leitterman
The Graduate Center, City University of New York
How does access to this work benefit you? Let us know!
Follow this and additional works at: https://academicworks.cuny.edu/gc_etds
Part of the Cultural History Commons, European History Commons, Musicology Commons,
Music Performance Commons, Other History Commons, and the Social History Commons
This Dissertation is brought to you by CUNY Academic Works. It has been accepted for inclusion in All Dissertations, Theses, and Capstone Projects
by an authorized administrator of CUNY Academic Works. For more information, please contact deposit@gc.cuny.edu.
Recommended Citation
Leitterman, Kristin, "Gustave Vogt's Musical Album of Autographs: A Scholarly Edition" (2017). CUNY Academic Works.
https://academicworks.cuny.edu/gc_etds/2011




A dissertation submitted to the Graduate Faculty in Music in partial 
fulfillment of the requirements for the degree of Doctor of Musical Arts, 










This manuscript has been read an accepted for the Graduate Faculty in Music 
in satisfaction of the dissertation requirement for the degree of Doctor of Musical Arts.
————————————              ——————————————————————————
Date Norman Carey 









THE CITY UNIVERSITY OF NEW YORK  
!iii
Abstract




Adviser: Dr. Janette Tilley
Gustave Vogt (1781–1870) was the most famous oboist in Europe during the mid-
nineteenth century.  Throughout his career he played with the best orchestras in Paris, 
toured Europe widely, and also taught the next generation of oboists at the Paris 
Conservatoire from 1802–1853.  Although many of the details of his life have been lost to 
history, he did leave behind a record of the esteem in which he was held.  This is 
preserved physically in the form of an album of short musical compositions honoring 
Vogt, collected between 1831 and 1859.  The album has never been published, and is in 
the collection of the Morgan Library in New York City.
The album is a collection of musical autographs consisting of compositions by 
some of the most famous musicians of the period.  It includes a total of sixty-three 
entries by well-known names such as Berlioz, Rossini, Meyerbeer, Liszt, and Joachim.  
Of these entries some are original, while others come from well-known existing works 
that were very meaningful to the contributor or to Vogt, and some even appear in 
multiple albums, possibly as their standard musical album signature.  Nineteen of these 
!iv
works are for solo piano, sixteen utilize the oboe or English horn, thirteen feature the 
voice (in many different combinations, including vocal solos with piano, and small 
choral settings up to one with double choir), two feature violin as a solo instrument, and 
one even features the now obscure ophicleide.
My dissertation consists of two parts, the first is a detailed examination of the 
album, its origins, and the world in which it was born.  This discussion details musical 
and social Paris during Vogt’s life, the origin of musical albums, and examine in great 
detail the connections between all the contributors and their entries.  The second part of 
the dissertation is an edition of the sixty-three entries with critical notes.  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Chapter 1: 
Gustave Vogt’s Musical Paris 
(1781–1870)
1
The eighteenth century, characterized as the “Age of Enlightenment,” saw the 
emergence of a new importance for reason rather than simply relying on religious faith.  
This movement was lead by minds such as Voltaire, Jean-Jacques Rousseau, and Denis 
Diderot to name a few, who advocated individual liberty and freedom of expression, 
and heavily influenced major events at the end of the century.  Soon after began a long 
turbulent time in France: the French Revolution.  During this period, people fought for 
their rights and individual liberties, something that previous generations would have 
given up in the name of a higher power.
Understandably, these ideas were also present in the arts as freedom of 
expression; a new interest in studying music gave rise to a new generation of amateurs, 
new music magazines, and more public concerts.  Music was no longer something 
reserved for private courts and church musicians, but something in which everyone 
could participate as a student or audience member.  Between 1821 and 1847 the number 
of piano makers in Paris increased from thirty to 180.  This was certainly in part due to 
demand, as by 1845 close to twenty percent of the population of Paris owned a piano.1
Gustave Vogt (1781–1870) was born into this new world, one that was at the apex 
of the Enlightenment’s outreach, and he would observe its effect on the world.  Over the 
course of his life he lived through many changes in musical style, composers such as 
Mozart and Haydn still writing masterworks revered today, and eighty-nine years later, 
 Arthur Loesser, Men, Women and Pianos (New York: Simon and Schuster, 1954), 386.1
2
as he departed the world, the new realm of Romanticism was beginning to emerge with 
Mahler, Richard Strauss, and Debussy, who were soon to make their respective marks 
on the musical world.  Vogt himself left a huge mark on the musical world, with critics 
referring to him as the “grandfather of the modern oboe,” and the “premier oboist of 
Europe.”   2
Through his eighty-nine years, Vogt would live through what was perhaps the 
most turbulent period of French history.  He witnessed the French Revolution of 1789, 
followed by the First Republic (1792–1799) and the Empire led by Napoléon (1804–
1814), the Bourbon Restoration (1814–1830), the July Monarchy (1830–1848) and the 
Second Republic (1848–1852), followed by the Second Empire (1852–1870).  All this, only 
to die just months before the establishment of the Third Republic in 1870, the longest 
lasting government since the beginning of the revolution, which followed the defeat of 
the Prussians.  He also witnessed the transformation of the French musical world from 
one in which opera reigned supreme, to one in which virtuosi, chamber music, and 
symphonic music ruled.  Additionally, he experienced the development of the oboe 
right before his eyes.  When he began playing in the late eighteenth century, the 
standard oboe had two keys (C and E-flat) and at the time of his death in 1870, the 
“System Six” Triébert oboe (the instrument adopted by Conservatoire professor, Georges 
Gillet, in 1882) was only five years from being developed.  It was only one 
 Geoffrey Burgess, The Premier Oboist of Europe: A Portrait of Gustave Vogt (Lanham: Scarecrow Press, 2
2003), 1. 
3
developmental stage away from the modern French oboe played today.  At the end of 
the eighteenth century, when he began playing the oboe, until 1870, the two-keyed 
oboes slowly developed into a system with brilles (rings around the holes) and rods that 
connected the keys together.  Before, each key moved independently of the others.  The 
“System Five” Triébert oboe, introduced in 1849, which used a thumb plate system with 
the interconnected keys was the last model Vogt would have used.  3
Vogt was born March 18, 1781 in the ancient town of Strasbourg, part of the 
Alsace region along the German border.  At the time of his birth, Strasbourg had been 
annexed by Louis XIV, and while heavily influenced by Germanic culture, had been 
loosely governed by the French for a hundred years.  The city itself has a glorious 
history, being the birthplace of Gutenberg’s printing press, one of the first cities to adopt 
Luther’s Reformation outside of Wittenberg, as well as later housing students such as 
Goethe and Herder.  This rich history certainly helped to shape Vogt, and remained 
with him as he achieved his greatness.  Although it is unclear when Vogt began 
studying the oboe and when his family made its move to the French capital, the Vogts 
may have fled Strasbourg in 1792 after much of the city was destroyed during the 
French Revolution.  He was without question living in Paris by 1798, as he enrolled on 
June 8 at the newly established Conservatoire national de Musique to study oboe with the 
school’s first oboe professor, Alexandre-Antoine Sallantin (1775–1830).
 The thumb plate system is still used today in Great Britain.3
4
The establishment of the Conservatoire began in 1793 as the École gratuite de 
musique de la garde nationale and was founded to guarantee consistency in the training of 
musicians (mostly winds) for fêtes nationales, which were outdoor celebrations, that were 
popular at the beginning of the revolution.  In 1795 it was absorbed into the 
Conservatoire de Musique established by the government.  Music was taught mostly in 
the church, but because of the church’s lessened role in government during the 
revolution, a shift to a government-run school became necessary.  This also furthered 
the revolutionary agenda to establish a distinctly national music style.  By 1800, the 
school’s emphasis was to train musicians for employment in the fifty theaters in the city, 
and in turn to eliminate the need to employ foreign musicians.  By 1848 many more 
theaters had opened, employing nearly 650 musicians.  
The Conservatoire’s commitment to excellence produced outstanding performers 
who, in turn, spurred composers and instrument makers to develop instruments that 
allowed players to perform more technically difficult music than was previously 
possible.  Because of this, the city of Paris became the center of development for 
instrument makers.
The most famous instrument makers in France at this time were the rival piano 
makers Érard and Pleyel.  Sebastian Érard (1752–1831) began building pianos in 1777.  
Érard was very mechanically minded and was always searching for ways to make the 
pianos work and sound better.  His most notable development was the addition of 
5
pedals and the repetition lever for “double escapement.”   Pleyel et Cie, on the other 4
hand, founded by the composer Ignance Pleyel (1757–1831) in 1807 became a major 
contributor to the development of the modern piano.  Pleyel’s most significant 
contribution was the addition of the metal frame, which allowed for thicker and tenser 
strings.
As their reputations grew and the demand for pianos skyrocketed during the 
July Revolution of 1830, these companies began to organize concerts with famous 
musicians to promote their brands.  The most famous were Liszt, who was loyal to 
Érard, and Chopin who was loyal to Pleyel.  Chopin performed his first and last Paris 
concerts in the Salle Pleyel.   He said this of both Pleyel and Érard: “When I feel out of 5
sorts,…I play on an Érard piano where I can easily find a ready-made tone.  But when I 
feel in good form and strong enough to find my own individual sound, then I need a 
Pleyel piano.”6
Paris was also a major center for the development of woodwinds, thanks to the 
Conservatoire producing great performers and composers who were continually pushing 
 The “double escapement” was invented by Érard in 1821 and was a repetition lever that allowed for a 4
note to be repeated even if the key had not risen to its top position.  This allowed for pianists to play 
repeated notes in rapid succession, which Liszt exploited in his compositions. 
 Chopin’s first concert was February 26, 1832 and the last concert was February 16, 1848.5
 This quote can be found in Jean-Jacques Eigeldinger, Chopin: Pianist and Teacher as Seen by His Pupils, 6
edited by Roy Howat, translated by Naomi Shohet, (Cambridge: Cambridge University Press, 1986), 26.  
Eigeldinger found the quote in Maurycy Karasowski, Friedrich Chopin. Sein Leben, seine Werke und Briefe 
(Dresden: F. Ries, 1877), 96.  Eigeldinger notes that this quote possibly came from Blaze de Bury (1813–
1888) who also quoted the passage word for word.  Here is the original text as found in Karasowski: 
“Quand je suis mal disposé,” sagte Chopin, “je joue sur un piano d’egard et j’y trouve facilement un son fait.  Mais 
quand je me sens en verve et assez fort, pour trouver mon propre son à moi, il me faut un piano de Pleyel.”
6
for these developments to take place.  Henri Brod (1799–1839), a student of Vogt’s, 
continued the work of oboe maker Christophe Delusse (1729–1794).   He was the first to 7
experiment with mechanization and in 1829 had made his own oboes using Delusse’s 
tools.  Some of his advancements included straightening the English horn, 
standardizing low B, developing a half hole, and creating fully chromatic instruments 
without cross and forked fingerings.8
In the 1830s, Theobald Boehm began a revolution in flute design by using his 
knowledge of acoustics to change the placement of the tone holes, which in turn 
dramatically improved tone, intonation, and volume.  This advancement influenced all 
woodwind makers, especially Guillaume Triébert, who opened his Paris shop in 1810.  
His oboe developments encompass the entire development of the oboe witnessed by 
Vogt.  In 1815, he was making oboes with two to nine keys.  Players would, presumably, 
order an instrument with the specific keys they preferred, as the keys were not yet 
interconnected.  In the 1830s, Triébert began to experiment with new developments and 
between 1840 and 1875 introduced six systems of key-work, each time making it 
possible for performers to play music that was previously nearly impossible, and in 
turn, for composers to write music that was more difficult.  During this time, the half 
hole, brilles (or key rings), thumb plate system, and finally semi-automatic octave keys 
 Delusse’s father Jacques was a flutist and woodwind maker who trained Christophe.  His business 7
flourished between 1781 and 1789.  Vogt would play on a number of Delusse’s oboes throughout his life.  
 Anthony Baines, Woodwind Instruments and Their History (New York: Norton, 1963), 315.8
7
were introduced.  The 1875 “System Six” oboe was the instrument adopted by Georges 
Gillet (oboe professor at the Conservatoire), associating it for years to come as the oboe of 
the Conservatoire and its students.   Aside from a few minor adjustments, it is the 9
modern oboe  
Vogt’s relationship with the Conservatoire would span over half a century, moving 
seamlessly from the role of student to professor.  In 1799, just a year after enrolling, he 
was awarded the premier prix, becoming the fourth oboist to achieve this award.   By 10
1802 he had been appointed répétiteur, which involved teaching the younger students 
and filling in for Sallantin in exchange for a free education.  He maintained this rank 
until 1809, when he was promoted to professor adjoint and finally to professor titulaire in 
1816 when Sallantin retired.  This was a position he held for thirty-seven years, retiring 
in 1853, making him the longest serving oboe professor in the school’s history.  During 
his tenure, he became the most influential oboist in France, teaching eighty-nine 
students, plus sixteen he taught while he was professor adjoint and professor titulaire.  11
Many of these students went on to be famous in their own right, such as Henri Brod 
(1799–1839), Apollon Marie-Rose Barret (1804–1879), Charles Triebert (1810–1867), 
 In 1882 the company was taken over by F. Lorée, and still makes oboe today, known as the Gillet or 9
Modified Conservatory System.
 The premiere prix (first prize) was the prize awarded to the Conservatoire students at the yearly 10
competition (concours), which meant that the committee believed the student to have achieved the highest 
level of playing.
 The number of students he taught during his tenure is probably lower than expected because from 1839 11
to 1848 Louis Auguste Vény taught the preparatory class.
8
Stanislas Verroust (1814–1863), and Charles Colin (1832–1881).   His influence stretches 12
from French to American oboe playing in a direct line from Charles Colin to Georges 
Gillet (1854–1920), and then to Marcel Tabuteau (1887–1966), the oboist Americans 
lovingly describe as the “father of American oboe playing.”13
At the beginning of the Revolution and into the nineteenth century, the largest 
musical force in Paris was opera.  While religious music fell out of favor because of the 
church’s former intimate relationship with the monarchy, which did not align with the 
ideals of the revolutionaries, opera never lost its place.   In 1790, opera was taken from 14
the Royal Academy and given to the city to manage.  Because of this, prices were 
reduced and special free concerts were given for the poor.  Through all the changes of 
government, opera held its ground as it spoke to every class and people of all political 
ideologies.  There were, in fact, theaters that played to all political ideologies.  For 
example, the Opéra-Comique was patriotic while the Théâtre-Italien (directed by 
 Apollon Marie-Rose Barret is now known for one of the most widely used method books.  See Apollon 12
Marie-Rose Barret, Complete Oboe Method (Paris: A. Leduc, 1965).  Charles Triebert is known for Triébert 
oboes, his father was Guillaume.  Verroust and Colin both taught at the Conservatoire after Vogt.  Verroust 
followed Vogt from 1853 to 1860 and Colin held the position from 1868 to 1881.
 Marcel Tabuteau studied with Georges Gillet at the Conservatoire and then left for the United States, first 13
playing in New York before settling in Philadelphia as the principal oboist of the Philadelphia Orchestra, 
a position he held from 1915–1954.  He also taught at the Curtis Institute of Music, influencing all future 
oboists (and other woodwind students) with his concept of playing and reed-making.  For more 
information about Tabuteau see Laila Storch, Marcel Tabuteau: How Do You Expect to Play the Oboe If You 
Can’t Peel a Mushroom? (Bloomington: Indiana University Press, 2008).
 The revolutionaries despised the position of the church so much that churches were closed and 14
disestablished.  For music this meant that many musicians were out of work and many organs and other 
instruments as well as many manuscripts of early music were destroyed.  This all led to “Robespierre’s 
attempt to establish the ‘Cult of the Supreme Being’ as a new state religion.”  More about this can be 
found in Michael McClellan and Simon Trezise’s chapter “The Revolution and Romanticism to 1848” in 
The Cambridge Companion to French Music (Cambridge: Cambridge University Press, 2015), 111–32.
9
Rossini) had more politically progressive audiences.  The Paris Opéra was for the 
aristocrats and royalists.   This was where many French composers spent their energies 15
in order to make a living.  Even Italian composers came to Paris for a chance at operatic 
fame.  Opera was also utilized during Napoléon’s reign to celebrate his victories.  
Napoléon’s official composer was Jean-François LeSueur who wrote the heroic opera 
Ossian, ou les bardes to glorify the emperor.  Napoléon’s wife Josephine’s favorite 
composer was the Italian, Gasparo Spontini, who wrote historical dramas and 
comedies.
Appropriately, opera was an important part of Vogt’s life.  His first performing 
position was with the Théâtre-Montansier while he was still studying at the 
Conservatoire.  Shortly after, he moved to the Ambigu-Comique and, in 1801 was 
appointed as first oboist with the Théâtre-Italien in Paris.  He had been in this position 
for only a year, when he began playing first oboe at the Opéra-Comique.  He remained 
there until 1814, when he succeeded his teacher, Alexandre-Antoine Sallantin, as soloist 
with the Paris Opéra, the top orchestra in Paris at the time.  He played with the Paris 
Opéra until 1834, all the while bringing in his current and past students to fill out the 
section.  In this position, he began to make a name for himself; so much so that specific 
performances were immortalized in memoirs and letters.  One comes from a young 
Hector Berlioz (1803–1865) after having just arrived in Paris in 1822 and attended the 
 Anselm Gerhard, and Mary Whittall, The Urbanization of Opera : Music Theater in Paris in the Nineteenth 15
Century (Chicago: University of Chicago Press, 1998).
10
Paris Opéra’s performance of Mehul’s Stratonice and Persuis’ ballet Nina.  It was in 
response to the song Quand le bien-aimé reviendra that Berlioz wrote: “I find it difficult to 
believe that that song as sung by her could ever have made as true and touching an 
effect as the combination of Vogt’s instrument….”   Shortly after this, Berlioz gave up 16
studying medicine and focused on music.
As the nineteenth century began to blossom, the musical focus began to shift 
from opera to touring virtuosi and public concerts held by various sociétés.  This shift 
was the result of a concert series called the Concert Spiritual, which was created in 1725 
during the reign of King Louis XV to take place during the weeks that opera was 
suspended for religious holidays; as was appropriate, the series featured a religious 
tone.  These concerts continued until the beginning of the Revolution, and helped pave 
the way for the virtuoso performer, as many musicians, including Mozart, saw France 
as a free economy in which to work (compared to the typical Germanic patron model).   17
It was from these concerts that the private salons and seances rose to popularity.  
Musicians such as Louis Spohr, Sigismond Thalberg, and Niccolò Paganini embarked 
on tours and focused their energies on Paris.  In 1837, Liszt wrote of the traveling 
 Hector Berlioz, Rachel Scott Russell Holmes, Eleanor Holmes, and Ernest Newman, Memoirs of Hector 16
Berlioz, from 1803 to 1865, Comprising His Travels in Germany, Italy, Russia, and England (New York: Dover 
Publications, 1966), 21–22.
 Debra Nagy, “Music from the Regency to the Revolution,” in The Cambridge Companion to French Music 17
(Cambridge: Cambridge University Press, 2015), 96.
11
musicians: “Paris is the pantheon of the living, the temple where one becomes a god for 
a century or for an hour, the burning fire which lights and then consumes all fame.”  18
One very influential figure in the growing popularity of small public chamber 
concerts and the performing virtuosi was violinist Pierre Baillot (1771–1842).  He was 
one of the most well-regarded teachers at the Conservatoire and the last representative of 
the classical school of violin playing.  His method book L’Art du Violon (1834) discusses 
the old and new styles.   As a performer, he served as concertmaster of the Paris Opéra, 19
but also played a lot of chamber music.  It was from 1814 to 1836 that Baillot established 
a chamber music series that would transform chamber music from an amateur pastime 
into a serious artistic enterprise.  The interest in smaller music-making opened the door 
for touring virtuosi, such as Paganini, and later Liszt, to tour, stopping in smaller towns 
between the larger cities on the way.  
When visiting larger cities, the virtuosi would play smaller, private recitals in the 
homes of the aristocrats and bourgeoisie, reviving the small private salon culture 
present before the Revolution.  Much of the repertoire performed was written by the 
performers themselves, in the form of a concerto or a fantasy, much of the time based on 
a popular theme from a recent opera.  
 Franz Liszt, “Revue Critique,” Revue et gazette musicale de Paris 4, no. 2 (January 8, 1837), 18.18
Paris est le Panthéon des vivants, le temple où l’homme levient dieu pour un siècle ou pour une heure, le foyer 
brûlant qui éclaire et consume toute renommée.
 Pierre Baillot, L’Art du violon, Nouvelle méthode (Paris: Imprimerie du Conservatoire du musique, 1834).19
12
All of this newfound public concertizing precipitated the need for professional 
music periodicals, which began to multiply in the 1830s.  One major periodical was the 
Revue musicale founded by François-Joseph Fétis (1784–1871) in 1827, which merged 
with the Gazette musicale de Paris in 1835 to form the Revue et gazette musicale de Paris.  
The Revue’s biggest rival was Le Ménestrel, and when the Revue ceased production in 
1880 Le Ménestrel became the longest-running music journal, publishing weekly until 
1940. 
Public concertizing further became the inspiration for the creation of many 
concert societies.  These societies shifted the planning of concerts from the nobility and 
into the musician’s hands, which in turn made music more accessible to the general 
public.  The best-known group formed during this period was the Société des Concerts du 
Conservatoire, established in 1828 by violinist and conductor François-Antoine Habeneck 
(1781–1849).  This group was formed in connection with the Conservatoire, featuring 
faculty and students performing alongside each other.  The concerts were 
groundbreaking because they were the first to bring Beethoven’s symphonies to France. 
They also featured new works by contemporary composers and many of the famous 
soloists of the period.  One noteworthy premiere was that of Berlioz’s Symphonie 
Fantastique in December 1830.  These concerts were so popular with the French public 
13
that they continued until 1967.  Vogt was a founding member of the ensemble and was a 
featured soloist and composer, playing with the group until 1842.      20
In addition to playing with the Société des Concerts du Conservatoire and the Paris 
Opéra, Vogt frequently made solo and chamber appearances throughout Europe.  He 
was often invited to London, and on his first tour in 1825 was principal oboist in the 
Royal Philharmonic Society.  In order to tour, Vogt had to request time off from the Paris 
Opéra, which sometimes was not granted and eventually created some tension in the 
oboe section.  Vogt’s solo career began around 1802, performing on the Exercises des 
Elèves du Conservatoire concert series and concluded in 1843 with him performing 
Cherubini’s Ave Maria with tenor Alexis Dupont (1796–1874), after he had retired from 
the Paris Opéra and Société des Concerts du Conservatoire.   21
Vogt’s busiest period of solo work was during the 1820s.  He went to London 
twice (in 1825 and 1828) to perform as a soloist with the London Philharmonic Society.  
During these tours he received mixed reviews by the critics.  One reviewer following his 
London debut wrote, “M. Vogt… executes more on his instrument than any oboeist that 
we have ever heard.” However, the reviewer goes on to say, “but his tone is thin and 
somewhat harsh: he has the fault of the French singers, he forces the tones till they 
become hard and disagreeable.”   The interesting note behind these harsh reviews is 22
 Vogt appeared as a soloist on the December 21, 1828 concert playing an Air varié.20
 Dupont sang with the Opéra-Comique and Paris Opéra, originating roles by Rossini, Auber, Halévy, 21
and Meyerbeer.  He also premiered Berlioz’s Roméo et Juliette.
 William Aryton, ed, “Philharmonic Concerts,” The Harmonicon 3, no. 28 (April 1825), 69.22
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that the critics and audience were more familiar with the sound of Johann Christian 
Fischer (1733–1800), who was the teacher of Vogt’s own teacher, Sallantin.  We can 
understand that because of this lineage, their sounds would have had similar qualities, 
but perhaps it is with Vogt that there was a break in this lineage and the “French” oboe 
sound was established.  We will never know, as we can only make guesses as to what 
these musicians sounded like based on reviews and studying their instruments and 
what remains of their reeds (or in their own discussion of reeds) and this is, as one can 
imagine, not at all reliable.
In 1826 Vogt traveled to Northern France for concerts, and then in 1830 he 
traveled to Munich and Stuttgart, visiting his hometown of Strasbourg on the way.  
While on tour, Vogt performed Cherubini’s Ave Maria, with soprano Anna (Nanette) 
Schechner (1806–1860), and a Concertino, presumably written by himself.  As a virtuoso 
performer in pursuit of repertoire to play, Vogt found himself writing much of his own 
music.   His catalog includes chamber music, variation sets, vocal music, concerted 
works, religious music, wind band arrangements, and pedagogical material.  He most 
frequently performed his variation sets, which were largely based on themes from 
popular operas he had, presumably, played while he was at the Opéra.   23
Vogt’s final tour was in 1839, traveling to Tours and Bordeaux.  During this tour, 
he appeared with the singer Caroline Naldi, Countess de Sparre, and the violist Joseph 
 Burgess, 61–62.23
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Artôt (1815–1845).  This ended his active career as an oboist.  His performance was 
described in the Revue et gazette musicale de Paris as having “lost none of his superiority 
over the oboe….  It’s always the same grace, the same sweetness.  We made a trip to 
Switzerland, just by closing your eyes and listening to Vogt’s oboe”24
Vogt was also active as a soloist and chamber musician in Paris.  His most 
notable chamber music performances were with his wind quintet from 1817 to 1820, 
premiering the groundbreaking quintets of Antonin Reicha (1770–1836).  Throughout 
his career he would perform with the best, and most famous musicians, including Laure 
Cinti-Damoreau (1801–1863), F. A. Habeneck (1781–1849), Ignaz Moscheles (1794–1870), 
and Auguste Franchomme (1808–1884), to name a few.  It is clear from the vast amount 
of performing he did, the quality of the players with whom he performed, and the 
content of the reviews, that Vogt was one of the best oboists of his time.  If he had been a 
pianist or violinist, his name might be more familiar, like Liszt or Paganini.
The turbulent political climate of France certainly had a major effect on the lives 
of musicians living in and passing through Paris.  As previously discussed, the 
Conservatoire was established because of changes made by the Revolutionaries, and as 
Napoléon came into power, new parts of the government were established for 
 Maurice Schlesinger, “Chronique Départmentale,” Revue et gazette musicale de Paris 6, no. 70 (December 24
22, 1839), 565.
Quant à Vogt, il n’a rien perdu de sa supériorité sur le hautbois… C’est toujours la même grâce, la même douceur.  
On fait un voyage en Suisse, rien qu’en fermant les yeux et en écoutant le hautbois de Vogt. 
Mme. de Sparre was born Caroline Naldi and before marrying Count de Sparre was an acclaimed mezzo-
soprano at the Théatre-Italien from 1819–1823.  For more information see Therese Dolan, Manet, Wagner, 
and the Musical Culture of Their Time (Ashgate, 2013).
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musicians.  In 1802, Vogt was conscripted into the ranks of Napoléon’s army as a 
musician in the grenadiers à pied de la garde impériale.  This took him away from the 
Conservatoire and his performing organizations until 1806, but in 1803 he was made a 
first class musician, and in 1805 was at the crowning of Napoléon in Milan as king of 
Italy, followed by the Austrian campaign.   There is evidence from letters that, while in 25
Austria (most likely during the occupation of Vienna), Vogt met with Beethoven and 
Haydn.26
Another of Napoléon’s contributions to the musical culture in Paris was the 
restoration of the private chapel kept by the French kings.  In 1804, he built a new 
chapel in the Tuileries for his new ensemble the Chapelle du Premier Consul, and Vogt 
was one of the forty musicians appointed.  The ensemble was disbanded in 1830 by 
King Louis-Philippe during the July Revolution, but not before Vogt was briefly 
expelled in 1815, as he explained, “for holding Bonapartist opinions and for having 
fought in the garde nationale against the foreign army at the two invasions” after 
Napoléon’s defeat at the Battle of Waterloo and the Restoration of the House of Bourbon 
with King Louis XVIII.   Vogt was reinstated four years later in 1819, and remained 27
until it was disbanded in 1830.
 This Austrian campaign was part of the War of the Third Coalition.  Napoléon defeated the Austrians 25
after surrounding Mack’s army and occupying Vienna.  This forced Austria to give up Venetia and Tyrol.  
Napoléon ended up taking control of Belgium, the Netherlands, Switzerland, and a good portion of 




This ensemble consisted of the best and most famous musicians of the time and 
became famous throughout Europe.  The two directors, Jean-François LeSueur (1760–
1837) and Luigi Cherubini (1760–1842), were both well-known as opera composers, but 
here they were able to focus on sacred music, for which Cherubini is now mainly 
known, in addition to being director of the Conservatoire. 
After his retirement from the Opéra in 1834 and from the Société des Concerts du 
Conservatoire in 1842, Vogt began to slow down.  His final known performance was of 
Cherubini’s Ave Maria on English horn with tenor Alexis Dupont (1796–1874) in 1843.  
He then began to reflect on his life and the people he had known.  When he reached his 
60s, he began gathering entries for his Musical Album of Autographs.
18
Chapter 2: 
History of the Stammbuch tradition
19
As social animals, people have long and valued relationships.  The keeping of 
mementos to honor those relationships has a long tradition in the West.  In many 
different times and cultures these mementos were differently represented with the goal 
of preserving the warmth of friendships.  Tatsuhiko Itoh makes the point that, “from the 
middle of the eighteenth century to the middle of the nineteenth century friendship was 
an object of worship in European society.  German society, in particular, was so deeply 
involved with this worship that one can characterize it as the society of the 
“Freundschaftskult.””    The “cult of friendship” was a Germanic obsession.  Out of this 1
worship of friendship emerged autograph books, which, as Itoh explains, were “a 
legitimate vessel for its expression.”   He also theorizes that the focus on creating these 2
albums was probably related to the lack of political and religious unity in Germanic 
culture, which therefore put more emphasis on the importance of personal 
relationships.   In turn, the autograph book became a preferred way of immortalizing 3
these friendships.   People would gather together with the books and recall their past, 4
which for the first time was documented so clearly.  It was here that new entries might 
be created, commenting on those that came before.  The owners would sometimes 
amend entries when there were major life events involving the contributor, such as 
 Tatsuhiko Itoh, “Music and Musicians in the German Stammbücher from circa 1790 to circa 1815” (PhD 1
diss., Duke University, 1992), 96.
 Ibid., 5.2
 Ibid., 96.3
 The history of the autograph books (or later termed Stammbuch or album amicorum) as presented here is a 4
brief overview, as the goal is talking of musical albums.  For more detailed accounts read Rosenheim, 
Coppens, Schlueter, or Itoh.
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marriage or death.  These additions were usually in the form of dates, names of spouses 
and even the drawing of a cross or a grave mound when someone passed away.  The 
practice was wide-spread enough that by the eighteenth century, Goethe mentions it in 
Faust.5
The act of keeping a personal book of autographs is not exclusive to Germany 
and actually dates back to antiquity, with the modern German form originating at the 
height of the Protestant Reformation in the sixteenth century, continually evolving for 
more than four hundred years.   This modern form is known by many names, but 6
mostly as album amicorum (book of friends) or Stammbuch (friendship book), of which 
we have several thousand surviving examples in Northern European manuscript 
collections.  7
The collecting of autographs began well before the advent of written language, 
originating during the time of “picture-writing” from around 35,000 BCE that closely 
resembles the ancient Egyptians.  The “books” were clay tablets with cuneiform written 
on them.  These tablets were collected by great leaders of the past, such as Sardanapalus 
of the Assyrians, whose collection is in the British Museum, and they were regarded by 
 All translations are mine unless otherwise noted.5
    Ich kann unmöglich wieder gehen I cannot possibly go again
    Ich muß Euch noch mein Stammbuch überreichen I still must present my Stammbuch to you
    Gönn’ Eure Gunst mir dieses Zeichen! Give me this symbol of your favor!
 Christian Coppens, “An Album Amicorum as a Source of Provenance,” Bibliologia 5 (May 2010), 109.6
 June Schlueter, and British Library, The Album Amicorum & the London of Shakespeare’s Time (London: 7
British Library, 2011), 8.  Other names are Album, Liber amicorum, Philothecon, Gesellenbuch, Stammbuch 
(16th and 17th centuries); Album, Denkmal der Freundschaft, Tempel der Freundschaft, Souvenir (18th and 19th 
centuries); Poesiealbum (20th century).
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the collectors as highly as the Hebrew Ten Commandments.  That collecting tradition 
differed from the modern form, as the autographs they were collecting were not 
necessarily written to the collectors, but just letters or other documents they were 
gathering.  One thing remained constant: the wish to hold on to memories of the past. 
Later, the Egyptians invented papyrus, which facilitated the preservation of 
writing, collecting, and later gave rise to libraries.  The collection of the Hebrew writers 
eventually created the Torah and the Old Testament.  Cicero, Pliny, and Aristotle were 
all very interested in collecting any writing they could add to their personal libraries.  
Pliny himself was interested in collecting letters of Julius Caesar.   St. Jerome also had a 8
large collection of autograph volumes of St. Pamphilus.  9
All of this, although different from the practice of keeping a Stammbuch, helped 
to make the modern practice possible.  The European invention of paper in the eleventh 
century, and Gutenberg’s invention of the printing press around 1440, brought written 
language to the wider public and set the stage for Stammbücher.
The modern practice of keeping such albums was most likely conceived at the 
University of Wittenberg in the early sixteenth century when students, soon to graduate 
and setting off on new journeys, presented their personal Bible to fellow students and 
 Mary Benjamin. Autographs: A Key to Collecting (New York: Walter B. Benjamin Autographs, 1963), 3–9.8
 Coppens, 109.9
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instructors to sign, leaving words of advice or a motto.   As the popularity of this 10
practice increased, students progressed from using Bibles to using various types of 
books they intended specifically for the purpose.  These could be small books with 
blank leaves filled with dedications, mottos, or colored paintings by their friends, 
acquaintances, and instructors, or it could be an illustrated book interleaved with blank 
sheets by the owner for entries, or for the contributor to find blank space around the 
illustration that might symbolize the meaning of their entry.  
The first popular illustrated book used for the purpose of autographs was an 
emblem book published by Andrea Alciato (1492–1550), first published in 1531, and 
later published multiple editions throughout his life.  An emblem book was a very 
popular genre in the sixteenth and seventeenth centuries that featured allegorical 
illustrations (emblems) in a tripartite form: image, motto, epigram.  Alciato’s book was a 
collection of 212 Latin emblem poems.  (See Figure 1)
 Antje Petty, “‘Dies Schrieb Dir Zur Erinnerung...’ From Album Amicorum to Autograph Book” (Max 10
Kade Institute for German-American Studies, February 7, 2009, mki.wisc.edu/content/“dies-schrieb-dir-
zur-erinnerung-”-album-amicorum-autograph-book).  Coppens states that the first mention of the 
practice was in 1527, but Itoh says the oldest known album is from 1545 in Wittenberg, titled Das Album 
amicorum des Claude de Senarchens.
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In 1558, the first book conceived expressly for the purpose of the album amicorum was 
published in Lyon by Jean de Tournes (1504–1564) called the Thesaurus Amicorum.  It 
contained short sentences in many languages and portrait medallions of celebrities of 
ancient history with the remaining pages left blank, but surrounded by woodcut 
borders in three different styles: grotesque free subject, arabesque borders on black and 
white ground, and others in white on black ground.   In the 1570s, new books were 11
published for album amicorum containing woodcuts of religious or mythological subjects 
as well as shields of arms.   These specially printed books continued to be published 12
until the seventeenth century.  For the students, these albums were a way to possess a 
tangible memory of their friends and instructors while they were away from home, as 
well as to establish and solidify personal and professional relationships.   The 13
contributors wrote a motto or moral, often in Latin, as advice, and thus established 
 Max Rosenheim, “The Album Amicorum” Archaeologia or Miscellaneous Tracts Relating to Antiquity/ Publ. 11
by the Society of Antiquaries of London (1911), 253. 
 Ibid., 253–254.12
 Inge Oosterhoff, “Sneak a Peek at the Facebook of 400 Years Ago” (Blog. Messy Nessy, September 25, 13
2015. http://www.messynessychic.com/2015/09/25/sneak-a-peek-at-the-facebook-of-400-years-ago/).
Figure 1: Emblem 189: Mentem, non formam, plus pollere 
(mind, not outward form, prevails).  In Alciato’s Book of 
Emblems, The Memorial Web Edition in Latin and English 
http://www.mun.ca/alciato/index.html   
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themselves within a classical or contemporary body of wisdom.   Possibly because of 14
the close connection these books had to the Bible and the Reformation, religious 
inscriptions were common.  Also common were abbreviated forms of expressions like 
M.U.S.I.C.A., which could mean mea ultima sees in Christo, Amen (My last hope is in 
Christ, Amen) or mortar ut sim in christi aula (I shall die in order that I may be in Christ’s 
palace).  In 1604 the composer Hans Leo Hassler (1564–1612) used the latter in an entry 
for Georg Werner.  Philipp Melanchthon (1497–1560), a well-known figure of the 
Reformation, and an integral person in the development of Stammbücher, wrote this 
about such books:
These little books certainly have their uses: above all they remind the owner
of people, and at the same time bring to mind the wise teaching which has 
been inscribed in them, and they serve as a reminder to the younger students 
to be industrious in order that the professor may inscribe some kind and 
commendatory words on parting so that they may always prove 
themselves brave and virtuous during the remainder of their lives, inspired, 
even if only through the names of good men, to follow their example.  
At the same time the inscription itself teaches knowledge of the character 
of the contributor, and quite often significant passages from otherwise 
unknown and little-read authors are found in albums.  Finally, they 
record biographical details which would otherwise be forgotten.   15
 Rosenheim, 258.14
 M. A. E Nickson, Early Autograph Albums in the British Museum (London: Trustees of the British 15
Museum, 1970), 9-10.  The translation is Nickson’s, but the original text appears in Robert Keil and 
Richard Keil, Die Deutschen Stammbücher des sechzehnten bis neunzehnten Jahrhunderts (Berlin: G. Grote, 
1893), 9-10.
“Gewiß haben diese Büchlein ihren Mußen, vor Allem den, daß sich die Besitzer der Personen erinnern und dabei 
die weisen Lehren in's Gedächtniß rufen, die man ihnen einschreibt; das sie den Jüngeren Erinnerungsmittel 
werden zum Fleiße, damit beim Abschiede der Lehrer ihnen ein günstiges, empfehlendes Wort einschreibe und daß 
sie auf dem ferneren Lebenswege stets wacker und tüchtig sich bewähren, angeregt, wenn auch nur durch den 
Namen der Guten, ihrem Beispiel zu folgen.  Es lehrt aber auch der Spruch den Charakter des Schreibenden kennen, 
und gar nichts Seltenes ist es, daß in Stammbüchern bedeutende Stellen aus sonst unbekannten und wenig 
gelesenen Autoren sich finden, und daß fie endlich Biographisches enthalten, welches man sonst vergebens sucht."
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This statement reveals Melanchthon’s deep regard for these books.  He believed they 
had the ability to push their owners to continue on a straight path through their lives, 
while they reminded the owners not only of the connections they had made, but also 
the teachings from their time at university.
As the practice evolved, these books spread to wider circles away from 
universities.  According to Coppens, many people met from the North and East in Paris 
and also in Italian Universities.   Rosenheim notes that these albums could be found 16
amongst “princes and nobles, high officials, ecclesiastics, and soldiers; physicians, 
lawyers and teachers; painters, musicians, merchants and artisans.”   The books 17
continued to serve as tokens of friendship, as the collectors sought out entries from their 
close friends, while also creating a sentimental memento of university life, a 
documented list their credentials, and a timeline of the owner’s travels throughout his 
or her life.  It became common to quote Greek and Latin authors, yet the Bible remained 
the most important source of quotations.   Silhouettes drawn or made of paper became 18




 Some of the common classical authors that were quoted were Aristotle, Cicero, Euripides, Homer, 18
Horace, Socrates, Ovid, Plato, Seneca, Socrates.
 Books kept by women were more closely related to modern day social media as Oosterhoff describes.19
26
As these albums persisted, they became more specialized.  One such 
specialization that is still popular today are Poesiealbums (poetry albums).   These 20
albums have begun to lose popularity only in the twenty-first century with the advent 
of modern social media such as Facebook and Twitter, but they are often kept by school 
children and are a hybrid of a diary, poetry, and drawing.  Another modern form of 
these autograph books is a yearbook, which first appeared in 1806 at Yale University.   21
These books were put together for the students of the school with pictures of students, 
teachers, and memories from the academic year just completed.  The tradition of a 
yearbook is to pass them around to friends and teachers at school shortly before the end 
of the year collecting small messages from them, a nearly identical practice to the first 
Stammbücher traditions of the sixteenth century.
Throughout the history of Stammbücher, musicians contributed in one form or 
another, but our knowledge of them is mostly limited to individual people or events.  
Itoh explains that “maintaining the practice was a social grace and accomplishment of a 
musician as a member of society.”   Some musicians would sign the books in the 22
standard format, only leaving a trace that they were a musician by their signature or in 
some other way, while others would insert a fragment of music.  Musical fragments had 
long been a type of entry in autograph books, but they had never been the sole and 
 Coppens, 110.20




exclusive type of entry in a full album until early in the nineteenth century.  These early 
Stammbuch musical fragments were often canons (usually titled fuga) with text in Latin.  
Canons were popular because they displayed the craftsmanship of the composer in a 
limited space.   Composers well-known today, including J. S. Bach, Telemann, Mozart, 
Beethoven, Dowland, and Brahms, all participated in the practice, with Beethoven being 
the first to indicate an interest in creating an album only of music.23
A few researchers have examined a vast number of Stammbücher, noting those 
that concerned music, be it entries signed by a musician, referring to music, or 
containing actual musical notation.  Wolfgang Klose looked at 6700 entries and found 
twenty-eight that were music-related before 1574.   Of these, only twenty contained 24
musical notes, in the form of canons and chorales.  Another survey of Stammbücher 
completed by Harold Schieckel looked at 3000 entries from 1560 to 1744 and found 106 
entries by musicians.   Of those 106, forty-three were musical, mostly canons titled 25
“fuga.”   The best-known musical entry from this time is a spiral canon for two voices 26
 Other composers involved in the practice were, Muzio Clementi, Franz Duschek, Johann Nepomuk 23
Hummel, Johann Anton Kozëluch, Anton Salieri, Johann Peter Salomon, Abbé Maximilian Stadler, and 
Luigi Tomasini.
 Itoh, 62.  This comes from Wolfgang Klose’s Corpus Alborum Amicorum: CAAC Beschreibendes Verzeichnis 24
der Stammbücher des 16. Jahrhunderts (Stuttgart: A Hiersemann, 1988).
 Ibid., 63.  This comes from Harold Schnieckel’s “Musikhandschriften des 16–18. Jahrhunderts in einer 25
neuerworbenen Stammbuchsammlung des Niedersächsischen Staatsarchivs in Oldenberg,” Genealogie 32 
(1983), 593–608 and 645–49.
 Ibid., 63.26
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penned by John Dowland (1563–1626) in 1603 while he was in Nuremberg.   (See 27
Figure 2)
One early book full of musical content was kept by the son of the Leipzig 
Thomaskantor Sethus Calvisius (1556–1615), Sethus Calvisius the Younger (1606–1663), 
who like his father worked for the church, but as a preacher, not as a musician.  He put 
his book together in 1629 while in school at the University of Leipzig, and included 
signatures, writing, and mementos of many well-known German musicians, most 
notably Heinrich Schütz (1585–1672).  What is fascinating about this Stammbuch is the 
number of musical entries present, as there are more than ten.  It also displays the 
dramatic changes in music notation.  A fugue by Heinrich Grimm (1593–1637) from 
August 14, 1630 is written in neumes, possibly a call back to the older church style, 
 Diana Poulton, John Dowland (Los Angeles: University of California Press, 1982), 256-257.  27
Figure 2: John Dowland’s entry in Johannes Cellarius’ album.  
Poulton’s John Dowland, Illustration 6b between 256-257. 
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which his father may have been more familiar with, while many of the other entries are 
notated in modern style.28
Thus far no album has been described as being kept by a musician.  There could 
be many reasons as to why this is, but as musicians were usually sought after for 
entries, such as the previously mentioned Dowland and Schütz, it is safe to assume they 
did not see a need to keep their own album.   This would begin to change at the end of 29
the eighteenth century as Mozart kept his own Stammbuch from 1787 to 1789 while 
preparing for a trip to England.   This book was unusual for a musician, as Mozart 30
began it himself, possibly in an effort to improve his English for his trip.  We also know 
he contributed various entires in eight other Stammbücher.   Beethoven however was 31
presented his Stammbuch by Count Waldstein in October 1792, as he was set to leave 
Bonn to study with Haydn in Vienna.  (See Figure 3)  This album unfortunately contains 
no musical entries.32
 For more information about this album please see Michael Maul, “Musica noster Amor’: Entries by 28
musicians in the guest book of Sethus Calvisius the Younger” Schütz-Jahrbuch 32 (2010), 149–55.
 It is also possible that the albums have not survived, but this seems less likely as research continues in 29
Stammbücher.
 Unfortunately this album has been missing since World War II.30
 For more information about the known entries by Mozart see Itoh pages 16–18.31
 Max Braubach, Ludwig van Beethoven, and Babette Koch, Die Stammbücher Beethovens und der Babette 32
Koch (Bonn: Beethovenhaus, 1970), 19. 
The following translation of Waldstein’s entry is from Itoh’s dissertation (p. 2):
Dear Beethoven!  You are now going to Vienna to fulfill your long-disputed wishes.  Mozart’s genius still grieves 
and laments over the death of its pupil.  It took refuge in the inexhaustible Haydn, but no action; it wishes to be 
united once more with someone through him.  With uninterrupted diligence, you shall receive: Mozart’s spirit from 
Haydn’s hands.  Your true friend Waldstein, Bonn, 29th October 1792.
30
Like Mozart, Beethoven also enjoyed submitting entries into albums and when 
asked, usually contributed a canon.  Haydn, too, liked entering canons, even preparing 
them beforehand in case the request came up, especially during his tours to England.   33
These entries were usually formatted with the date at the lower left and the signature at 
the lower right.34
As the practice continued to evolve, musicians began to depart from the 
established format.  Composers began expanding the types of musical entries from 
canon to Lieder, instrumental (dance based) pieces and citations of other composer’s 
works, although canons still appeared most frequently, allowing the composer to show 
their craftsmanship in a limited space.  The advent of Lieder in albums came at the 
same time as the use of popular German poetry, such as the poems of Goethe and 
 Itoh, 13–14.33
 Ibid., 90.34
Figure 3: Count Waldstein’s entry in Beethoven’s Stammbuch, dated October 29, 1792.  
In Braubach’s Die Stammbücher Beethovens und der Babette Koch, 19.
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Schiller.  The expansion of these entries and the friendships created through them 
eventually heralded the desire for a Stammbuch devoted entirely to music, sometimes 
referred to as Notenstammbuch, which appeared around 1815.   35
Just before this, at the end of the eighteenth century, Stammbücher had developed 
from owners presenting a bound book for submissions to collecting entries on separate 
sheets and storing them in a box, possibly binding them later.   This change allowed 36
entries to be collected faster, as owners could send multiple pages out at once to 
contributors instead of releasing their entire book.  However, it also meant the circle was 
not as intimate as it once was, as the owners were not necessarily meeting in person 
with the contributors, but instead mailing sheets for their entry.   Another significant 37
change that emerged at the end of the eighteenth century concerned the tradition of 
beginning an album at the start of a journey.  But rather than being associated with the 
journey, the album became a memento for its own sake, all while immortalizing 
friendships.  This certainly would change the expansiveness of the circles displayed in 
the album, containing them to those immediately around the owner and those traveling 
through.
 Itoh, 120–124.35
 Beethoven’s Stammbuch is believed to have been kept in this manner.  This change also makes the 36
research of such albums more difficult, especially if the loose sheets were never bound, one may never 
know the significance of the collection once they are separated.
 Itoh, 117–118.  Mailing sheets for autographs was very common in the mid-nineteenth century, as many 37
of emperor Wilhelm I’s subjects wanted to feel closer to him frequently sent pages to be signed.  Eva Giloi 
discusses this in her chapter “So Writes the Hand that Swings the Sword:” Autograph Hunting and Royal 
Charisma in the German Empire, 1861–1888 from the book Constructing Charisma: Celebrity, Fame and 
Power in Nineteenth-Century Europe (New York: Berghahn, 2013).
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The traditions and form of these albums were subject to change and the 
nineteenth century brought even more to this whimsical practice.  As discussed before, 
they came to prominence in Germany during the unstable religious and political climate 
of the Reformation.  The European transition into the nineteenth century was certainly 
no different.  The French were early in their Revolution with Napoléon ruling France, 
dragging much of Europe with him.  In 1813, the Battle of Leipzig (Battle of Nations) 
brought Napoléon his first defeat, resulting in his abdication and exile to Elba.  In the 
next two years the national boundaries were redrawn to create the German 
Confederation (Der Deutsche Bund) of thirty-nine German states.  Napoléon escaped 
from Elba and attacked again, but with this strengthened configuration, was defeated at 
the Battle of Waterloo in 1815.
All this political turmoil caused people to feel the need to be more patriotic and 
be part of a community, similarly to the religious turmoil of the Reformation.  As the 
remaining members of the Holy Roman Empire joined the German Confederation in 
1815, the sense of community grew.  This was echoed in the Stammbücher; they became a  
more personal outlet for people to express their thoughts and feelings.  This new sense 
of community was a contributing factor in the specialization of Stammbücher.
It is at this time, around 1815, that we can track the emergence of exclusively 
musical albums.  This change was centered around Ludwig van Beethoven, who was 
the first to indicate an interest in creating an album dedicated only to musical entries.  
33
His sentiments are recorded in an 1845 letter from Johann Friedrich Naue to Heinrich 
Carl Breidenstein, recalling his 1813 visit with Beethoven, who presented a book 
suggesting Naue collect entries from celebrated musicians as he traveled.   Shortly after 38
this 1813 visit with Beethoven we find Louis Spohr speaking about leaving on his 
“grand tour” through Europe in 1815 and of his desire to carry an album with entries 
from the many artists he would come across.  He writes in his autobiography that his 
“most valuable contribution” came from Beethoven in 1815:
When first contemplating my grand tour through Europe, the idea
struck me, also, of commencing an album, in which I purposed making 
a collection of the compositions of all the artists whose acquaintance I 
might make.  I began immediately with the Viennese, and received from
all the residence composers of my acquaintance, short autographic works
written for the most part expressly for the album.  The most valuable 
contribution to me, is that of Beethoven.  It is a Canon for three voices to
the words for Schiller’s “Jungfrau von Orleans”:  “Kurz ist der Schmerz, 
und ewig währt die Freude.”  It is worthy of remark, in the first place, 
that Beethoven whose handwriting, notes as well as text, were usually 
almost illegible, must have written this page with particular patience; 
for it is unblotted from beginning to end, which is the more remarkable, 
since he even drew the lines without the aid of a ruler; secondly, that 
after the falling in of the third voice a bar is wanting, which I was obliged 
to complete.  The pages concluded with the wish: 
“May you dear Spohr where ever you find real art, and real artists, 
think with pleasure of me, Your friend.”
Ludwig van Beethoven
Vienna March 3, 1815
Upon all my subsequent travels I received contributions to this album,
and possess therefore a highly interesting collection of short compositions 
from German, Italian, French, English and Dutch artists.  (See Figure 4)39
 Itoh, 120–121.38
 Louis Spohr, Autobiography (London: Longman: 1865), 198–199.39
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Unfortunately, Spohr’s album has been lost, but we do have facsimiles of a few entries 
he included in his Autobiography.  40
Spohr’s Stammbuch, comprised of musical entries, is groundbreaking because it 
was coupled with a concert tour, allowing him to reach beyond the Germanic world, 
where the creation of these books was nearly exclusive.   Spohr brought the practice of 41
Notenstammbücher to France, and in turn indirectly inspired Vogt to create a book of his 
own some fifteen years later. 
 Louis Spohr, Louis Spohr’s Selbstbiographie (Cassel and Göttingen: G. H. Wigand, 1860).40
 While people in other countries kept albums in similar fashion to the Germans (like Great Britain, 41
please see Schlueter’s The Album Amicorum & the London of Shakespeare’s Time (London: British Library, 
2011)), the shear volume of German albums dwarfs the others.
Figure 4: Beethoven’s entry into Spohr’s Notenstammbuch, dated March 3, 1815 
appearing in his Selbstbiographie.
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Some Albums in Vogt’s Circle
Vogt’s album acts as a form of a memoir, displaying mementos of musicians who 
held special meaning in his life as well as showing those with whom he was enamored 
from the younger generation.  The anonymous Pie Jesu submitted to Vogt in 1831 marks 
the beginning of an album that would span nearly three decades by the time the final 
entry, an excerpt from Gounod’s Faust, which premiered in 1859, was submitted.  42
 Within this album we find mementos of musicians whom he must have known 
very well because they were colleagues at the Conservatoire, or composers of opera 
whose works he was performing with the Paris Opéra.  Other entries came from 
performers with whom he had performed and some who were simply passing through 
Paris, such as Joseph Joachim.   43
In addition to Vogt’s album there are three very important musical autograph 
albums intrinsically linked to Vogt’s through his circle of friends and through his 
contribution to their albums.  Those albums were kept by Jenny Vény, Alfred de 
Beauchesne, and Marie-Adèle Habeneck.  Jenny Vény was the daughter of Vogt’s 
student Louis-Auguste Vény (1801–1878).   Louis-Auguste is well-known in his own 44
right, as he wrote a method book in 1828 for newer oboes made by Boehm and Triébert.  
 Gounod’s entry is not dated, but since it is an excerpt from Faust it can only be assumed that he 42
submitted it close to the premiere and most likely not before, so it could have been submitted anywhere 
from 1859 to 1870.
 More of this will be discussed in great detail in the following chapter.43
 This album is held at Harvard University’s Houghton Library, call number MS Mus 103.  They have 44
made this available digitally online, https://iiif.lib.harvard.edu/manifests/view/drs:25453617$1i .
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Jenny’s album is in royal octavo format, containing seventy-five entries, including 
thirty-eight of the same composers found in Vogt’s, even including two identical entries 
penned three days apart.  Her book was begun in 1839 around the same time as Vogt’s, 
with its final entry in 1880, more than twenty years later than Vogt’s album’s final 
entry.45
Out of the seventy-five entries, thirty-eight were written for piano, sixteen of 
which were written by contributors also in Vogt’s album.  Some notable people who 
contributed to Vény’s album but not Vogt’s, are Friedrich Kalkbrenner (1785–1849), 
Frédéric Chopin (1810–1849) and Henry Lemoine (1786–1854).   All three were notable 46
pianists of the day and it is extremely curious why they would not be present also in 
Vogt’s album.  We can only speculate that he either was not very close to them, or 
simply never got the chance to request an entry.  
The next largest group of entries in Vény’s album feature the voice, mostly with 
piano, but this category also includes a good number of canons, some for up to six 
voices.  Also of note in this album is the propensity for the oboe (or English horn).  
There are nine entries that use oboe or English horn, many of which are for oboe and 
 Barbara Mahrenholz Wolff and Christian Schneider, “Das Musikalische Album Der Jenny Vény: Eine 45
Autographensammlung Der Tochter Des Oboisten August Vény Mit Unbekannten Oboenstücken von 
Cherubini, Rossini, U.a.,” Tibia 17, no. 3 (1992), 208–14.
 Kalkbrenner was one of the foremost pianists of his time, only being surpassed by Chopin, Thalberg, 46
and Liszt.  Lemoine is most known as a music publisher, but was also a pianist and teacher.
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piano.  One is a trio for oboe, English horn, and piano, while the final two are oboe trios.  
This is where we find Vogt’s entry, an oboe trio dated July 1, 1841.47
The Beauchesne album, kept by Alfred de Beauchesne (1804–1876), is arguably 
the most fascinating album of the thirteen I have studied closely.   It contains 189 48
entries by 186 different composers.  Beauchesne belonged to an ancient Burgundian 
family with the surname DuBois, his branch coming from Beauchesne.   His father was 49
a patron of the arts and an artist himself, studying painting with F. J. Hüe in Lorient.  
Alcide, his brother, was the director of the Beaux-Arts and was a gentleman of the 
Chambre du roi under Charles X.50
Beauchesne was respected in the Paris music world, and his album reflects his 
tireless service as secretary of the Conservatoire for forty-four years.  During that time 
Cherubini and Auber were directors and formed a very close bond with him.  Both of 
them always said “my kind friend, — my dear and good, kind secretary.”   Beauchesne 51
was so moved by Auber’s death in 1871 that he felt the need to retire.  It was during 
retirement that he began to spend more time on his autograph album.  
 The Harvard catalog entry incorrectly credits it to a “G. Gras,” but handwriting comparison to other 47
Vogt signatures reveals that the entry is indeed from Vogt. 
 This album is held at the Bibliotheque Nationale de Paris, call number W-24.  There are also three 48
accompanying microfilms, VM BOB - 28857, VM BOB - 28855, and VM BOB - 11829.  Pasted in the book is 
an article from the Revue des Autographes (No. 51, March 1877), biographing Beauchesne and detailing his 
album.
 His full name is Jean-Marie-Anax-Alfred DuBois de Beauchesne.49
 Revue des Autographes, No. 51, March 1877, 2.50
 Ibid.51
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That focused time can be found at the beginning of the album, in the form of an 
index containing all the composers who left an entry as well as the composers’ dates, 
small resume, principal works or roles, the date and page number of the entry.  He also 
took the time to indicate which entries were unpublished works.  The care that went 
into this index indicates that Beauchesne’s album and many of these albums were very 
special to the owners, and that the entries were received with a lot of meaning, 
especially if it was something unpublished, written specifically for the album.  
The entries in Beauchesne’s album span nearly forty years, beginning January 
1834, with the last entered in April 1873, and feature many well-known composers, 
performers, and even the inventor of the “telephone.”   Of its 186 contributors, fifty-52
two are also found in Vogt’s album, including Vogt himself.  The largest group of 
musicians represented in his album (according to his index) are composers, with ninety 
represented, boasting ninety-two entries, nearly fifty percent of the album.   The 53
composers represented were well-known at the time, and many remain familiar today.  
Like Vény’s album, there are some names absent from Vogt’s album that are found here, 
including Richard Wagner (1813–1883), Antoine Reicha (1770–1836), and Jacob 
Offenbach (1819–1880), to name a few.  The next largest represented groups are the 
 This “telephone” has little in common with the modern electronic telephone, but the term was coined 52
for a system of transmitting messages through a musical language called Solrésol.
 Auber and Cherubini both entered two pieces.53
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singers, with thirty-two contributing, followed closely by pianists with twenty-six 
contributors.
Even more fascinating, in comparison to the other albums, is the large number of 
contributions by wind players.  There are two bassoonists (Dominique Barizel and 
François-René Gebauer), two clarinetists (Frédéric Berr and Hyainthe-Eléonore Klose), 
two flutists (Vincent-Joseph Dorus and Jean-Louis Tulou), two oboists (Stanislas 
Verroust and Gustave Vogt), and two trombonists (Fréderic-Auguste Belke and Antoine 
Guillaume Dieppo).  Most of the albums I have examined have a limited number of 
entries by wind players, but the contributors of this album could form the wind section 
of an orchestra.
The album kept by Marie-Adèle Habeneck (1799–1882), wife of the famous 
violinist and conductor of the Société des Concerts du Conservatoire, is considerably 
smaller than Beauchesne’s, Vény’s, and even Vogt’s album.   It only contains twenty-54
one entries.  Fourteen of the contributors also contributed to Vogt’s album, including 
Vogt himself.  One interesting note about the album is the index that is hidden at the 
back of the album, hidden so well that the person who created the microfilm for the 
library’s records did not include it.   The index is not as elaborate as Beauchesne’s, but 55
 Marie-Adèle was Habeneck’s second wife and daughter of the music publisher Georges-Julien Sieber 54
(1775–1847) and Anne-Marie Leduc, daughter of music publisher Pierre Leduc (1755–1826).
 This album is held at the Bibliotheque Nationale de Paris, call number W–21.  There is also an 55
accompanying microfilm, VM BOB - 28853.  The index may have been overlooked in the preparation of 
the microfilm because the album has many blank pages at the end of the album, and the index is after 
many of these blank pages.
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clearly shows that Habeneck wanted to keep a record of the contributors, as the 
signatures can be hard to decipher.
The entries in Habeneck’s album span only twelve years, from 1843 to 1854, 
which explains why there are so few entries compared to other albums.  Of the twenty-
one entries, twelve are for solo piano, three for voice and piano, and four feature wind 
instruments.  Blaïs contributed an entry for clarinet and piano, and Henri Aller 
contributed a piece for flute and piano.  The other two for wind instruments feature a 
duet for oboe and clarinet by Halévy and another oboe trio by Vogt.  
More research can and should be conducted on the albums of Vény, Beauchesne, 
and Habeneck, as they still have much to reveal for musical autograph album 
scholarship in general.  Their catalogs are unique because the contents relate to the 
album they are part of, but also to the others of the period.  They depict a vivid picture 
of who the owner was, his/her interests and acquaintances, as well as reveal what was 
important to the contributors.  They reveal small musical “clubs” among the larger 
populace of the musical world.
Outside of Vogt’s immediate circle, many more of these music albums exist 
throughout Europe and North America.  One such album is that of French pianist and 
teacher Felix Le Couppey (1811–1887).  His album contains thirty-three entries spanning 
forty years beginning in 1846, which was also during the heart of Vogt’s collecting.   56
 This album is held in the Theater collection of Harvard University’s Houghton Library.56
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Twenty of the thirty-three composers found in Le Couppey’s album are also found in 
Vogt’s album.  This overlap is very significant, but possibly stems from Le Couppey’s 
position teaching at the Conservatoire.  Shortly before his album was begun he had 
succeeded Henri Herz as professor of solfege and then in 1843 began teaching harmony 
and accompaniment.
A majority of the entries in Le Couppey’s album (nineteen) were penned for 
piano by many of the greatest composers of the day, including eleven who also 
contributed to Vogt’s album.  A large number of entries feature the voice (with piano 
and multiple voices).  One entry of note is that by Louise Farrenc for wind and piano 
sextet, which is an excerpt from her Op. 40, written just seven years prior to her entry 
and one of her most famous works.
An album kept by the organist James Cutler Dunn Parker (1828–1916), compiled 
1853–1855, can be set apart from the albums previously discussed.  One reason for this 
is that Parker was American, born just outside of Boston in Brookline, Massachusetts.  It 
is therefore evident that the practice of collecting musical autographs traveled across the 
Atlantic to the United States.  Parker may have come across this practice while studying 
at the Leipzig Conservatory from 1851 to 1854 with Ignaz Moscheles.   A second 57
unusual feature of the book is the use of pre-lined paper with ornate embellishment 
surrounding the staves. (See Figure 5)  
 In 1854 he returned to Boston to teach privately and in 1871 began teaching at New England 57
Conservatory.
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I have encountered other books that have a few pasted in pages with similarly 
embellished pages, but never an entire book.  This leads me to believe that printers were 
producing blank lined books for this purpose, suggesting a widespread popularity of 
musical albums.   The number of entries in Parker’s album is very small ––only 58
twelve–– but three composers also appear in Vogt’s.   These composers are Moscheles, 59
Dreyschock, and Vieuxtemps.  The majority of the entries are for piano, understandably 
as that was Parker’s instrument, but the album does features two canons for two and 
eight voices.
The few books briefly examined here are only a small portion of those that exist.  
Along with those that we do know, there may be more yet to be discovered.  As very 
 There are other possible reasons there were books like this such as composing or exercises for students.58
 This album is held at New England Conservatory’s Spaulding Library, call number Vault ML96 M87.  A 59
note in the book states that it was in disrepair upon acquisition and has since been restored.  The outer 
cover and binding are not original.  
Figure 5: Example of the ornate pages in Parker’s album.  In J. C. D. 
Parker Album, Musical autographs Vault ML96 .M87. Spaulding 
Library, New England Conservatory
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little research has been done on the music albums, we cannot be sure how widespread 
the practice actually was.  There are a few additional albums worth mentioning even 
though they contain more than musical entries.
One such album that was compiled around the same time as Vogt’s was that of 
pianist and pedagogue Nathan Richardson (1827–1859).   Richardson, like Parker was 60
from Boston, may have come across Stammbücher while studying with Ignaz Moscheles 
and Alexander Dreyschock in Europe from 1847 to 1852.   Richardson’s album includes 61
musical entries and letters from musicians such as Franz Liszt as well as the collector of 
the next discussed album.
William Mason (1829–1908), son of the well-known American composer and 
teacher Lowell Mason (1792–1872), kept an album similar to Richardson's.   Mason was 62
born in Boston and was introduced to music through his father very early on.  In 1849 
he traveled to Europe to study with Franz Liszt and Ignaz Moscheles.  With Moscheles 
we clearly see a pattern emerge.  In the albums I have examined, he reveals himself as a 
strong supporter of the new tradition of musical autograph albums.  A large number of 
his students kept albums, and in the thirteen albums I have examined, he appears in a 
eleven.  Mason began his album just before his travel to Europe in 1845 with letters (one 
from Franz Liszt) and two pieces, one an untitled piece for piano by Liszt and the other 
 This album is held in Harvard University’s Houghton Library as part of the Nathan Richardson Papers, 60
MS Am 2567.
 Both Moscheles and Dreyschock contributed entries in Vogt’s album in 1843.61
 Lowell Mason composed over 1600 hymn tunes, still sung today.  He was also known for introducing 62
music education to public schools in America.
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an Allegro for violin by Camillo Sivori.  The majority of the entries were penned while 
he was studying in Europe, with a quarter of the album consisting of letters.  Of the 
eighty-nine contributors in his album, ten also contributed to Vogt’s album.  The final 
entry was penned in 1915 (seven years after Mason’s death) by the Polish coloratura 
soprano Marcella Sembrich (1858–1935).  Presumably after Mason’s death, his family 
members continued asking people to contribute to the album.63
Clara Kathleen Rogers (1844–1931), daughter of English composer John Barnett 
(1802–1890), compiled an album as well.   Around the time that Vogt’s album received 64
its final entry Rogers began her album, which spans twenty years, with its final entry in 
1880.   Rogers went to study at the Leipzig Conservatory in 1856, admitted as the 65
youngest student they had ever had.  She wanted to study composition, but those 
classes were not open to women, so she studied piano and voice instead.  She sang 
leading roles throughout Italy in operas by composers such as Meyerbeer, Donizetti and 
Verdi.   By 1871 she began touring the United States, eventually meeting her husband 66
and settling in Boston.  There she retired from singing but continued composing and 
began teaching voice at the New England Conservatory.  Her album is similar to 
Richardson’s as it contains not only musical entries, but letters, photos and small pieces 
 Mason’s album is kept in the Rare Book Library at Columbia University, call number MS #0850.63
 Her father John is most well-known for his opera The Mountain Sylph (1834) the first modern English 64
opera, later inspiring the works of Gilbert and Sullivan.
 This album is held in Harvard University’s Houghton Library as part of the Theater Collection in the 65
Rogers Memorial Collection: Clara Kathleen Rogers Papers, Ms. The 857.
 It is believed that Barnett’s father was a cousin of Meyerbeer, as his surname was Beer, before he 66
changed it, but this cannot be definitively proven.
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of art.  One fascinating page of entries features intricate paper die-cuts depicting nature 
scenes.   (See Figure 6)67
Another book compiled around the same time (1848–1862) was that of Jacques 
Arnault.   This album contains music, poems, epigrams and lyrics.  Hector Berlioz is 68
represented in the album, as is Verdi and the writers Georges Sand and Victor Hugo.  
Most interesting are the second- and third-to-last pages, which feature Japanese 
characters, referencing the ambassadors from Japan to Napoléon III, who traveled to 
Europe in 1862 as part of the First Japanese Embassy to Europe.   (See Figure 7)69
 These die-cuts were standard items collected in nineteenth century scrapbooks.  These scrapbooks were 67
kept for a multitude of reasons, be it as a craft project, to preserve letters of photos, or to document 
history.  The term “scrapbook” was first termed in the dictionary in 1854.  For more information see 
Victoriana Magazine, “Victorian Scrapbook,” Accessed November 7, 2016, http://www.victoriana.com/
scrapbooking/scrapbooking.html. and Duke University Libraries Digital Collections, “More About 
Scrapbooks,” Accessed November 7, 2016, http://library.duke.edu/digitalcollections/eaa/guide/
scrapbooks/.
 This album is held at Harvard University’s Houghton Library, MS. Fr 175.68
 The three names are Kiogokou Notono Kami, Mattedaïra Iwamïno Kami, and Takéno Outchi 69
Chimodroukéno Kami.  It is not clear who wrote the names, but it is possible it was one of the 
ambassadors themselves.
Figure 6: One of the die-cuts in Roger’s album.  In Clara Kathleen 
Rogers album Ms. The 857. Houghton Library, Harvard University. 
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The Chambers’s Encyclopaedia includes a picture of the three ambassadors that were 
listed on the page.  (See Figure 8)70
 William Chambers, Robert Chambers, and Ephraim Chambers, Chamber’s Encyclopaedia: A Dictionary of 70
Universal Knowledge for the People: Illustrated with Maps and Numerous Wood Engravings (London: 
Chambers, 1868), 684.
The spelling of the names differ: 1. Take no Ouchi Shimozu Kéno Kami, 2. Matsudaira Iwamino Kami, 3. 
Kiogoku Notono Kami.
Figure 7: Example of the Japanese characters in Arnault’s album.  
In J. Arnault’s album Ms. Fr 175. Houghton Library, Harvard 
University.
Figure 8: The three Japanese ambassadors to Europe in 1862.  
In Chamber’s Encyclopaedia: A Dictionary of Universal 
Knowledge for the People: Illustrated with Maps and Numerous 
Wood Engravings, 684   
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On the second page of the entry is an ancient Japanese folktale about an ignorant 
frog (translated into French by the contributor): 
The frog of the well, ignorant to which made the rise 
and fall of the empires, heard his monotonous croak, 
while the Queen of the Night wraps waves of soft light.71
The contributor is P. M. Girard, who could be a relation to the conductor Narcisse 
Girard.  He dates the entry October 4, 1862 at the Grand Hôtel in Paris, which was just 
over three months after the hotel first opened its doors.72
One other curiosity is an album kept by the Schumanns, both Robert (1810–1856) 
and Clara (1819–1896).   There are two types of entries in this album: short 73
compositions dedicated to the collectors, and music received for Robert’s music journal 
that he felt compelled to preserve.  The Schumann’s kept this book with the intent to 
give to their children at their passing.74
The contributors to many of the albums examined feature a wide spread of 
musicians.  The album kept by Beauchesne features over 180 different contributors.  
They range from performers (winds, strings, pianists and singers) to composers known 
for opera, sacred, wind music, and much more.  This album is more of an exception 
 Le crapaud de la citerne, ignorant ce qui fait l’élévation et la ruine des empires, fait entendre son coassement 71
monotone, tandis que l’astre des nuits l’enveloppe des flots de sa douce lumière.
 The hotel is still open today and would soon be across the street from the Palais Garnier, home of the 72
Paris Opéra, which was being built, finally opening in 1875.
 This album is held at the Saxon State and University Library Dresden (SLUB) and has been digitized.  73
http://tinyurl.com/zjphqnb 
 For more information about the Schumann album please see Charlotte Boden and Sächsische 74
Landesbibliothek, Das Schumann-Album: eine Kostbarkeit der Sächsischen Landesbibliothek in Dresden 
(Dresden: Sächs Landesbibliothek, 1979).
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because of the sheer number of contributors, but it clearly shows that these collectors 
were not looking to create an album as an homage to a certain group of musicians, but 
more so a collection of mementos from friends and well-known people the collector 
may have came across at a concert, party, or other places.  This is very evident when 
looking at some of the smaller albums like those of Rogers or Parker.  Many of the 
contributors were less well-known and were penning their entry as a gesture of 
friendship, truly harkening back to the original purpose of the alba amicorum. 
A fascinating detail is not simply who contributed, but what was contributed.  As 
mentioned earlier, before Spohr’s Notenstammbuch, the musical entries were generally 
canons, expanding a little in the eighteenth century to Lieder, instrumental music, and 
musical citation.   With the advent of a music-exclusive album, the contributors entered 75
something more to be appreciated in a new way.  In all the albums I have examined, I 
found many different types of entries.  Most common were excerpts of a piece they had 
published (or in the least had been performed).  These published works could be 
something that had special meaning to the collector, such as Berlioz’s excerpt from 
Roméo et Juliette entered for oboe and cello, as it is possible that Vogt played this solo at 
some point in his final performing years, prompting Berlioz to choose this as a personal 
memory.  Others were simply works that meant a lot to the contributor, or one that 
made them famous.  To pull from Vogt’s album again we can speak of Gounod’s excerpt 
 Itoh, 96.75
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from Faust.  This was certainly a major work for him, and for which he was known.  In 
turn, this could have held meaning to Vogt as he could have seen the premiere or 
spoken to Gounod at length about the opera.
Other types of entries are musical canons, which hearken back to the traditional 
Stammbuch practice.  Cherubini, Spohr, Thalberg, Klengel, Rossini, Sivori, and Bériot 
wrote canons in Vogt’s album.  Many times these entries served as their “calling card.”  
Thalberg’s canon entry is found in four other albums and Bériot’s in three.   (See Figure 76
9)  The Spohr canon appears in his published canon book, but with different text, 
perhaps indicating that the text was specifically meant for Vogt, just as Haydn did with 
his prepared entries during his travels to England.  
Similar in their intentions are the entries by the performers for their instrument.   77
Vogt’s album is heavy with pianists, and as one can imagine the largest type of entry by 
performers is for piano, but they were not the only performers to include entries for 
their instrument.  Laure Cinti-Damoreau included one of her cadenzas from an aria and 
Habeneck a violin etude.
Finally there were also entries clearly written specifically for the collector.  In the 
case of Vogt, there are sixteen entries for oboe or English horn.  Of these, eleven are new, 
unpublished works, certainly written to celebrate friendship with Vogt.  The Vény 
 The four albums Thalberg’s entry shows up in is Vogt, Vény, Dantan and Le Couppey.  Bériot entered 76
the same canon in Vogt’s, Vény’s, and Dantan’s albums.
 These performers also composed, but were known more for their performing careers.77
50
Harvard University - Houghton Library / Veny, Jenny, compiler.  Autograph album : manuscript, 1841-1880  MS Mus 103.  Houghton Library, Harvard University, Cambridge, Mass.
Figure 9: Four entries made by Sigismond Thalberg in albums 1831–1886. (a) Gustave Vogt Autograph Album, (b) Jenny 
Vény Autograph Album, (c) Jean-Pierre Dantan Autograph Album, (d) Felix Le Couppey Autograph Album.  In Gustave 
Vogt’s album, The Morgan Library & Museum. Mary Cary Flagler Music Collection, Cary 348. Photography by Anthony 
Troncale; Jenny Vény’s album, Ms Mus 103. Houghton Library, Harvard University; Album d’autographes de musique 
collectionnné de 1835 à 1869 par Dantan jeune, statuaire, et légué par lui à la Bibliothèque impériale, RES VM7-537. 







album also has nine works for oboe or English horn that were most likely entered to 
celebrate her oboist father.  Even those that were previously published have a specific 
meaning for the collector.
After examining the large number of entries across all these albums, I believe 
their purpose beyond the album varies.  There are many entries that are fragments of 
pieces, as in the case of Liszt’s two-measure entry in Vogt’s album.  (See Figure 10)
Entries of this nature are meant to stand as a musical “signature” and quickly evoke 
memories for the collectors, which also pertains to published excerpts of pieces 
contributors entered.  Many times these excerpts were from their most famous works 
and were another form of calling card.
Other entries had dual purposes.  The sixteen pieces for oboe and English horn 
entered in Vogt’s album celebrate the relationship they had, as previously mentioned, 
Figure 10: Liszt’s entry in Vogt’s album.  In Vogt’s album, The 
Morgan Library & Museum. Mary Cary Flagler Music Collection, 
Cary 348. Photography by Anthony Troncale. 
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but were also meant to be performed.  Just as people would gather around the books to 
recall the past with traditional Stammbücher, these very personal entries were not only 
meant to be looked at, but performed at small intimate gatherings.  Many are very 
short, lasting only a minute or two, allowing a large number to be played through 
during the evening, possibly multiple times.  This idea can also apply for other entries 
not written for the collector’s respective instrument as well.  
The most traditional entries, canons, were again a way for the contributors to 
display their craftsmanship but also allowed for something many can sing or play 
through together.  In short, while these entries can be enjoyed simply by beauty of the 
script and layout of the page, it is probable that they (even the smallest entries) were 
performed casually at private gatherings and served as topics of conversation and a 
spark for new entries into other albums.78
One final issue worth investigating is what was psychologically driving these 
collectors to seek musical autograph albums from their friends and colleagues.  Russell 
Belk believes that collections in general are not begun intentionally, but eventually 
accumulate and become a collection once the owner realizes the nature of their 
accumulation.   Did these album collectors realize their actions?  Were they in pursuit 79
of these entries to fill a book or was there more to it?  It is possible that many of the 
 Some possible evidence that pieces like these were meant to be performed comes from Rossini’s entry, 78
as it comes from a volume of his works that were composed to be performed at his samedi soirées.
 Russell W Belk, “Collectors and Collecting,” in Interpreting Objects and Collections (New York: 79
Routledge, 2003), 318.
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albums were created purposefully, just as Spohr chose to collect during his concert tour. 
However it is also possible that some of these albums, especially the albums with many 
items pasted in, were created only after they had collected a number of autographs, 
pictures, and music and decided to preserve the items in a book.
Collecting has been something people occupied themselves with since before 
written history.  Collections all carry different memories for the collectors, but I believe 
autograph albums were the most personal form of collecting.  The act of collecting is 
associated with memory and nostalgia.  A collector begins collecting certain objects, 
usually because the objects hold specific meaning for them.  Autograph albums are also 
associated with deep memories and nostalgia, but further include personal connections 
made at the moment of entry, making them come alive for their owners.  These 
collections were not accidental happenings, but emerged from a desire to preserve as 
much of the owner’s life and friendships on the pages, to hang on to memories that 
might too easily fade from memory.  At least ink took much longer to fade.
These books were the closest to the living memory of the person the collector 
could receive.  An item could not speak in the same way their own handwriting and 
words could.  Some collectors would add to the entries with a small photo of the 
person, adding to the memory.  This same idea accompanies the music albums.  Many 
that I examined were not music-exclusive.  They became a scrapbook for the collector as 
they would include photos, letters, and other mementos the contributor had given 
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them.  And yet, this difference does not change the collection of the memory.  The 
exclusively music albums were still collected to save memories in ink as a remembrance 
of the collector’s life and friendships, old and new, as well as to leave their memories 







Although there have been studies of music in albums, they have been focused on 
music within the traditional Stammbücher.  As Itoh explains, the first studies of 
Stammbücher including music were addenda to the study of major composers, mostly 
contributors, such as Mozart, Beethoven, and Brahms.  To date, Itoh’s dissertation is the 
only work that presents an in-depth look at Stammbücher with musical entries or 
autographs from musicians.   His work is the most comprehensive look at music in 1
Stammbücher, discussing them from 1790 to 1815, concluding at the time that albums 
such as Vogt’s music album began.  There are also a few articles written about specific 
albums, including one on Vogt’s, but they do little more than list the contents and 
composers in the album.   This chapter begins to fill this research void of musically 2
specialized albums by presenting an in-depth look at the musical autograph album kept 
by Gustave Vogt.  It will focus on the contributors as well as pertinent details about the 
entries.
Vogt’s album is a morocco-covered book in quarto format, gathered into thirteen 
quires of staff paper, with either twelve, sixteen, or eighteen staves per page, and one 
with twenty staves per page.   The construction of the quires, related to the placement 3
of the entries, reveals that the book must have been a bound volume when it was 
 Tatsuhiko Itoh, “Music and Musicians in the German Stammbücher from circa 1790 to circa 1815” (PhD 1
diss., Duke University, 1992).
 Bea Friedland, “Gustave Vogt’s Souvenir Album of Music Autographs: A Beguiling Glimpse of Musical 2
Paris in the 1840s,” Notes 31/2 (1974): 262–77.
 The album measures 12” x 9 1/2”.  The page with twenty staves is an entry that was pasted into the 3
book.  This album is held at the Morgan Library as part of the Mary Flagler Cary Music Collection, Cary 
348.  The call number is V886. A3.
57
purchased, going against what had become the norm of contributors submitting loose 
sheets of paper and the owner then binding them.  The entries are in no discernible 
order throughout the book’s 196 numbered pages, with many blank pages and also one 
entry that has been sandwiched between the pages of another.   The front and spine of 4
the book are decorated with a gold inlay featuring “G. Vogt” on the front.  There is no 
index.
On the pages before the album’s musical entries, there is documentation of who 
was in possession of the book after Vogt died.  This first page contains three signatures, 
starting with that of Madame Liotard in the top right corner, dated May 30, 1870, just 
ten days after Vogt had died.  Liotard, his niece, was unaware that her uncle had 
actually bequeathed the volume to someone else.   It was not long after Vogt died that 5
her son told her Vogt had intended that the book be passed to his student Edmond Le 
Blant (1818–1897), who was not a Conservatoire student, but one of Vogt’s wealthy 
private students.   In October 1871, Mme. Liotard sent the book to Le Blant with a letter 6
that has since been pasted into the album on the back of the page of signatures: 
 These two entries are located between pages 121 and 125 and include a Kyrie by François Benoist, who 4
skipped a couple pages to finish his entry because August Franchomme’s entry was in the way.  At the 
end of the second page Benoist wrote tournez deux feuillets (turn two pages).  It should also be noted that 
the numbering of the pages was added at some point in the album’s life and begins on the page of the 
first entry, not on the first page of the album.  This numbering is unconventional as page 1 begins on a 
recto page, however page 2 was skipped on the verso and placed on the next recto, thus for the remainder 
of the album even numbers are found on the recto.
 It is unclear how Liotard is related to Vogt as his niece, nor do we know her first name.5
 Le Blant was a French archeologist, historian, and father of the military artist Julian Le Blant (1851–6
1936).  
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Sir, you told my son that my uncle had indicated to you his intention
of leaving you this musical album as a souvenir; he never expressed this
wish to me, but I have been made aware of it.  I consider it my pious duty
to carry it out.  My regrets at giving up this little family treasure are
tempered by the thought that I am turning it over to an excellent friend of
my uncle’s, a man of taste who will make use of it to honor the memory
of one whom I mourn as though he were my father.  Yours truly, Sir, the 
insurance of my very distinguished consideration.7
Le Blant was happy to receive the manuscript and signed the signature page 
with this note: 
This album, which had been intended for me by my dear and missed 
master of oboe, Mister Gustave Vogt, given to me by his niece, Ms. 
Liotard, on October 24, 1871.
Edmond Le Blant
Member of the Institute8
The album was in Le Blant’s possession until his death in 1897, when his widow passed 
it on to their nephew Dr. Marcel Lermoyez (1858–1929).   Like the two before him, 9
Lermoyez signed the signature page on October 20, 1897 and left this short note: 
 Monsieur, | vous avez dit à mon fils que | mon oncle vous avait manifesté | l’intention de vous laisser, à titre | 7
de souvenir, son album musical; | ce même m’a jamais été exprimé, | mais, aujourd’hui que je le connais, | je 
considère comme un devoir pieux | de le remplir. | Mes regrets de me séparer | d’un petit trésor de famille | sont 
atténués par la pensée que | je le remets à un excellent ami / de mon oncle, à un homme de goût | qui s’en servira 
pour honorer la | mémoire de celui que je pleure | comme un père. | Agréer, Monsieur, l’assurance | de ma 
considération très distinguée.
 Cet album, qui m’avait été destiné | par mon cher et regretté maitre de | hautbois, Monsieur Gustave Vogt, | mà 8
été donné par sa nièce, Madame | Liotard, le 24 Oct. 1871. | Edmond Le Blant | Membre de l’Institut
 Lermoyez was a French otolaryngologist and surgeon who established otolaryngology as a specialized 9
field in France.  As a student he had an interest in art and music, and actually wrote an opera.  Friedland 
notes that he is a nephew of Le Blant’s widow, but it is not clear how he is related to the Le Blants.
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This album had for a long time been promised to me by a dear uncle 
and tutor Mr. Edmond Le Blant.  It was handed over to me after his 
death by my aunt.
Paris, October 20, 1897
M. Lermoyez
Hospital doctor 10
It is from here that the book’s travels become cloudy.  In 1929, after Lermoyez died, it is 
believed that it was given to another relative, but it is unclear if this is the person who 
eventually auctioned it.  In any event, in 1968 The Morgan Library and Museum 
acquired the album. 
The album consists of sixty-three entries entered between 1831 and 1859, 
representing sixty-two leading composers, performers, pedagogues, conductors, critics, 
and historians, all of whom were at the top of their field at the time of writing their 
entry, with many still well-known today. (One entry is anonymous.)  Of these entries, 
some are original, unpublished works, while others came from well-known existing 
works, and as Bea Friedland states, “in all but a few instances the compositions are 
essentially lightweight fare, designed to entertain or to display the writer’s musical wit 
and ingenuity.”   Nineteen of these works are for solo piano, sixteen utilize the oboe or 11
English horn, thirteen feature the voice (in many different combinations, including 
vocal solos with piano, and small choral settings up to one with double choir), two 
feature violin as a solo instrument, and one even features the now obscure ophicleide.  
 Cet album m’avait depuis | longleurs été promis par une | cher oncle et tuteur Monsieur | Edmond Le Blant.  Il 10
m’a | été remis après sa mort par | ma tante. | Paris le 20 Octobre 1897 | M. Lermoyez | Médecin des hoptiause
 Friedland, 262.11
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A deeper look at the entries reveals much about what was important to the contributors 
at the time, as well as what they thought of Vogt, displaying well the drama of the 
Parisian social circles.12
The sixty-three entries span nearly three decades, though not every year is 
represented, nor are the entries spaced evenly (table 1).
Table 1: Number of Entries per year
Only fourteen years contain entries, with seven only containing one entry.  Beginning in 
1842 we begin to see a rise in entries with seven, and then an explosion in 1843 with 
twenty-nine.  After the six entries in 1844, the entries slowly drop again until 1850, 

















when Vogt received five.  The flurry of activity in 1843 could be explained, since at that 
point Vogt had retired from performing, and was only teaching at the Conservatoire, 
which left him more time to seek entries.  However, a more solid assumption may be 
that it was not until the 1840s that these albums gained large popularity in France, 
motivating owners to seek entries with more regularity.  It was only twenty-five years 
earlier that Spohr first toured with his Notenstammbuch and it certainly was not 
something that would have immediately gained popularity in France.  It would have 
taken numerous German musicians carrying them around, asking for entries from 
musicians in France as well as from French musicians traveling in Germany, before 
those like Vogt would have taken up the hobby with any dedication.
Vogt was fifty years old when the album was begun, with nearly forty years left 
of his life, and at the time he received the final entry (which is uncertain) he was 
entering his final decade of life.   The range of ages among the entrants is very wide, 13
with the youngest being nineteen, the oldest being eighty-four (table 2).  The largest 
group represented were in their forties, with eighteen contributors.    The number of 14
contributors in their twenties, thirties, fifties, and sixties are fairly equal, ranging from 
eight to eleven.  The older contributors are few, with three in their seventies and two in 
their eighties.   The older contributors are few as the life expectancy at the time was 15
 It is unclear when the final entry was submitted, but the earliest it could have been submitted was 1859.13
 For the entries with uncertain dates, the contributor’s age was placed at the earliest their entry could 14
have been entered.  This was done to avoid skewing the results.
 It is important to note that Le Sueur was included in this count although his entry was submitted 15
posthumously.  He was 77 at his death.
62
only forty years.  In contrast, the largest number of contributors were in their forties, 
because by that time they had established themselves in their careers, while the
Table 2: Ages of Contributors’ at the Time of Entry
contributors under thirty-five represent a large portion of the prodigies and virtuosi 
present in the album.  These musicians had a faster ascent to the spotlight, which 
explains why they would have been asked to contribute so young.  This is quite clear 
when looking at the only entry from a teenager, nineteen year old Joseph Joachim.  At 
that point he had already given multiple debut concerts and was concertizing through 
Europe. 
Also of interest is who these contributors were as musicians, and what their 
specialty was.  At this time, many musicians were not strictly either performers or 
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composers: many performers were also composers, usually writing works for 
themselves to perform while on tour, while others may have conducted, or held other 
various musical positions.  Because of this, grouping the contributors initially appeared 
a little futile, but it does give a general idea of the diversity of the musical world Vogt 
was a part of, as well as the types of musicians he may have been around and sought 
out for an entry. 
In order to create groupings of the sixty-two contributors, I took into 
consideration what they were primarily known for while they were alive, and how they 
are known to us now through history.  I have grouped them into six categories: 
performers, composers, teachers, conductors, critics/historians, and noblemen.  The 
performers make up the largest group with thirty-two, and fall into three smaller 
categories of strings, pianists, and vocalists (table 3). 








































The composers are the next largest group of contributors with twenty-three (table 4).  A 
large majority of them composed opera, but three were known for their sacred and 
choral works (Beaulieu, Cherubini, and Niedermeyer), while Berlioz was best known 
for his orchestral writing, and Onslow the lone composer most known for his chamber 
music.  






















The categories for conductors, critics/historians, and noblemen are considerably 
smaller than those for performers and composers, each containing no more than three 
entries.  There were three contributors that were known mostly as conductors, Narcisse 
Girard, Conradin Kreutzer, and François-Antoine Habeneck.   François-Joseph Fétis and 
Anton Schindler were both known as historians and Fétis, also as a critic: he started the 
first music journal in Paris.  The final category includes Joseph-Napoléon Ney as the 
only nobleman to contribute to the album.  He was a private student of Vogt’s and he 
founded a choral society, but the majority of his life was spent in the military.  The small 
number of contributors in these categories is most likely due to Vogt’s position as a 
major performer, both as an ensemble musician and a soloist.  He would have been 
surrounded by performers and composers more than the conductors, critics, and 
nobility.
The final category represents teachers and must be thought of in a separate 
category than the others.  These great musicians were asked to teach their craft based on 
their accomplishments, yet because of that they are not primarily known as teachers, 







forth).  This separate list does not diminish the value of analyzing teachers, when they 
taught, and where, but rather shows another dimension of who these musicians were 
(table 5).16
Table 5: Teachers Represented in the Album
Contributor Institution(s) Years
Adam, Adolphe Paris Conservatoire 1849–1856
Adam, Louis Paris Conservatoire 1797-1842
Auber, Daniel Paris Conservatoire (director) 1842–1871
Benoist, François Paris Conservatoire 1819–1872
de Bériot, Charles Brussels Conservatory 1843–1852
Berton, Henri Paris Conservatoire 1818–1844
Bordogni, Marco Paris Conservatoire 1823–1856
Carafa, Michele Paris Conservatoire 1840–1870
Cherubini, Luigi Paris Conservatoire (director) 1794–1821
1822–1842*
Cinti-Damoreau, Laure Paris Conservatoire 1833–1856
Clapisson, Louis Paris Conservatoire 1862–1866
Cossmann, Bernhard Moscow Conservatory
Hoch Conservatory, Frankfurt (founder)
1866–1870
1878–1910
Dreyschock, Alexander St. Petersburg Conservatory
Imperial School for Theatrical Music
1862–1868
1865–1868
Duprez, Gilbert Paris Conservatoire
Ecole Spéciale de Chant
1842–1850
1853–1896
Farrenc, Louise Paris Conservatoire 1842–1873




Franchomme, Auguste Paris Conservatoire 1846–1884
Girard, Narcisse Paris Conservatoire 1847–1860
 This category will be explored more deeply later in this chapter.16
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The connections among the sixty-two contributors to Vogt’s album are virtually 
never-ending.  All were acquainted with Vogt in some capacity, from long-time 
friendships to relationships that were created when Vogt requested their entry.  Thus, 
while Vogt is the person who is central to each of these musicians, the web can be 
Halévy, Jacques Paris Conservatoire 1827–1862
Herz, Henri Paris Conservatoire 1842–1874
Joachim, Joseph Leipzig Conservatory 1847–1848
Le Sueur, Jean-François Paris Conservatoire 1793–1802
1818–1837
Liszt, Franz Geneva Conservatory
Hungarian Royal Academy of Music
1835–1836
1875–1881
Massé, Victor Paris Conservatoire 1866–1876
Moscheles, Ignaz (director) Leipzig Conservatory 1846–1870
Niedermeyer, Louis Ecole Niedermeyer de Paris 1853–1861
Schwencke, Karl Royal Swedish Academy of Music 1833–1870
Servais, François Brussels Conservatory 1829–1866
Soliva, Carlo Warsaw Conservatory
Imperial School for Theatrical Music
1821–1832
1834–1841
Thomas, Ambroise Paris Conservatoire (director) late 1850s–1870
1871–1896*
Viardot, Pauline Paris Conservatoire 1870–1883




Vogt, Gustave Paris Conservatoire 1816–1853
Willmers, Rudolf Stern Conservatory, Berlin 1864–1866
Contributor Institution(s) Years
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greatly expanded.  In general, the connections are centered around the Conservatoire, 
teacher lineages, the Opéra, and performing circles.  
Thirty-four of the sixty-two contributors taught at various institutions in Europe 
during their lives, with twenty-two teaching at the Conservatoire.  Not all taught at the 
same time, but many were students at the Conservatoire before taking a post as teacher.  
Three of these Conservatoire professors also served as director: Luigi Cherubini, Daniel 
Auber, and Ambroise Thomas.  Both Cherubini and Auber served as director during 
Vogt’s tenure, but Thomas did not take the position until 1871, just one year after Vogt’s 
death.  Some of the other European schools represented are Brussels Conservatory, St. 
Petersburg Conservatory, and the Leipzig Conservatory which was founded by Felix 
Mendelssohn, who was succeeded upon his death by Ignaz Moscheles.  The Brussels 
Conservatory has the next largest representation of teachers with four entries in the 
album.   17
As so many of the contributors were teachers at various institutions across 
Europe, it is understandable that we can connect many contributors to each other 
through a look at teacher-student relationships (See Figure 11).  Cherubini taught the 
largest number of contributors with four, while Le Sueur, Moscheles, and Halévy taught 
three.  Many of the contributors studied with more than one teacher during their 
lifetime, which reveals an interesting overlap of connections.  We notice that through 
 The contributors who taught at the Brussels Conservatory are Charles de Bériot, François-Joseph Fétis, 17
François Servais, and Henri Vieuxtemps.
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Moscheles, the pianists Louise Farrenc, Sigismond Thalberg, and Johann Peter Pixis are 
all connected.  Another interesting connection is that between the Adams, father and 
son.  Louis Adam taught Benoist, who later taught Louis’s son, Adolphe. 
Many of the contributors are linked through performing circles, with many going 
on concert tours together, as well as playing various chamber concerts together (See 
Figure 12).  Joachim and Cossmann performed in Paris in December of 1849; Cinti-
Damoreau and Artôt set off on their American tour shortly after penning their entries in 
Vogt’s book. Vogt performed concerts with many of these musicians, including 
Habeneck, Franchomme, Cinti-Damoreau, and Artôt.  Beyond this small web, is an 
exponential expansion through Sivori, who performed with five of the contributors 
Figure 11: Teacher Student Relationship Web
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(Artôt, Joachim, Liszt, Spohr, and Vieuxtemps); in turn, Vieuxtemps performed with 
Thalberg and Wolff, who performed with Prudent and Bériot and Viardot respectively.  
While this description appears to separate these musicians, it can be supposed that all of 
them knew each other and would have attended many of the same concerts and social 
functions together.
A number of the contributors were also performing at the Opéra or having their 
works premiered there (See Figure 13).  Vogt played with the Opéra from 1812 to 1834 
and most likely continued attending performances well after his retirement, and until 
his death in 1870.  Of the four singers who contributed to the album, three were well-
known for the roles they premiered at the Opéra.  Cinti-Damoreau sang there from 1825 
Figure 12: Performing Circles Web
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to 1835 before leaving for the Opéra-Comique.  Duprez’s Opéra debut was two years 
later, and he sang with the company for ten years. Viardot had her debut in 1851.
Eight contributors (including Vogt) played in or conducted the Opéra’s orchestra.  
Two of the cellist contributors, Cossmann and Franchomme, briefly played with the 
group.  Girard directed the group, as did Habeneck from 1817 until 1846, while also 
playing violin in the orchestra.  The last two orchestra members, Chelard and Clapisson, 
not only played violin in the orchestra, but also composed operas that were premiered 
by the company.  Chelard’s entry in Vogt’s album was taken from his Macbeth, which 
premiered at the Opéra in 1827.
Overall, sixteen contributors wrote operas that were staged at the Opéra.  Vogt 
was performing with the Opéra during the years of eight of the composers’ premieres.  
Figure 13: Opéra Musicians Web
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All of Le Sueur’s Opéra premieres took place before Vogt joined, while the other seven 
began their Opéra career after his retirement.  The composers whose premieres Vogt 
may have played in were Cherubini, Spontini, Auber, Liszt, Chelard, Rossini, 
Meyerbeer, and Halévy. 
Also associated with the Opéra, are four contributors who worked as the chef du 
chant.  Two of them, Massé and Halévy, also wrote operas that were produced there, 
while Berton played violin in the orchestra.  Benoist, however was an organist and 
wrote a number of sacred choral works.
A unique connection is to be found between the four singer contributors, and 
some of the opera composer contributors (See Figure 14).  Every singer is connected to 
Figure 14: Composer and Singer Web
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at least one composer, if not more, as they were premiering the works of these living 
composers.  Duprez premiered the works of Halévy, Auber, Rossini, Donizetti, and 
Berlioz, while Cinti-Damoreau premiered works by Halévy, Auber, Rossini, and 
Meyerbeer.  Her entry is a cadenza from one the Auber operas she premiered in 1836.  
These connections are important because much of written history focuses on the opera 
and the composer who wrote it, with little focus on the personal relationships between 
the composers and the performers of their operas.  Many of these singers were making 
history in the premieres of these operas, such as Duprez with the premiere of Halévy’s 
La Juive or Bordogni with the French premiere of Rossini’s Il barbiere di Siviglia.
It is apparent that the relationships within this album are extremely dense.  
Highlighting these many connections helps us begin to visualize the world in which 
Vogt and the contributors lived.  It also parallels the current musical world, as many of 
these kinds of relationships still exist, and permits us to fantasize who might be found 
in an album created today by a musician of the same standing.
Also important, is what sort of entries the contributors chose to pen.  The sixty-
three entries are varied, but can be divided into published and unpublished works.   18
Within the published works, we find opera excerpts, symphony excerpts, mass excerpts, 
 In the course of my research I was unable to definitively prove that some of the entries were 18
unpublished.  I have consulted work lists and major biographies of the contributors, publishing 
companies, libraries, and other various sources and was unable to locate these pieces within their 
oeuvres.  For those such entries that I believe it could have been published a footnote has been added. 
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and canons, while the unpublished works include music for solo piano, oboe or English 
horn, string instruments (violin and cello), and voice (voice with piano and choral).
The largest number of the published works, with eight, are opera excerpts.  Of 
these, some adhere very closely to the published score, while others are arrangements, 
and another is a singer’s cadenza.  Le Sueur’s entry, submitted posthumously by his 
wife, is an excerpt from his opera La Mort d’Adam.   This entry closely follows the 19
published score, and it is possible that the page pasted in to Vogt’s album may have 
been taken from a complete manuscript left with his belongings after he died.  The 
excerpt his wife submitted is a prayer from Act III featuring full orchestra, chorus, and 
the title character.  In contrast, Gounod, A. Adam, and Kreutzer entered excerpts from 
their operas arranged for voice and piano.  Several of these have details worth noting.  
Adam’s entry comes not from his own opera, but one he finished for his friend 
Hippolyte Monpou, who died before its completion.  Gounod’s entry, on the other 
hand, is excerpted from his Faust, but undated.  He first began working on the score in 
1856, however, due to various delays, he continued to work on it until 1858.  Because of 
this and because the entry is nearly identical to the published version, it can be 
presumed that he most likely entered the excerpt around the March 19, 1859 premiere.   
 Le Sueur’s wife wrote this at the top of the second page of the entry: 19
Je certifie que ces deux pages da musique sont de la main de mon mari et de la composition dans son opera d’ adam 
(de la mort) paris ce 5 mars 1838 Adeline = Le Sueur née Jamari de Courehamps 
I guarantee that these two pages of music are from the hand
of my husband and from the composition of his opera Adam
(of his death).  Paris  March 5, 1838 Adeline Le Sueur née Jamari de Courehamps
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Thomas’ entry is taken from the Entr’acte of his opera La Guérillero, and was 
likely chosen because the oboe was featured at this moment.  Chelard also chose to 
honor Vogt by writing for English horn.  His entry, for English horn and piano, is taken 
from his biggest success, Macbeth.  The English horn part was actually taken from Lady 
Macbeth’s solo in the sleep-walking scene.  Vogt’s own entry also falls into this category, 
as he entered an excerpt from Donizetti’s Maria di Rohan.  The excerpt he chose is a duet 
between soprano and English horn.  The entry is undated but he must have entered it 
sometime after the work’s November 1843 Paris premiere.  Vogt may have attended that 
premiere (as he was at that time retired from the Opéra) and was attracted to the 
English horn solo.  The final opera excerpt is a vocal cadenza used by Cinti-Damoreau 
in Auber’s L’Ambassadrice, in which she premiered the role of Henriette on December 21, 
1836.  A similar version of this cadenza can also be found in her Method book.   20
Three entries were excerpted from symphonies, two with ties to Beethoven.  
Anton Schindler, Beethoven’s first biographer, chose to enter a familiar oboe melody 
from Beethoven’s Pastoral Symphony.  The entry serves a dual purpose of honoring not 
only Beethoven, but Vogt as well through use of the oboe.  The other tie to Beethoven is 
from Berlioz’s entry.  He entered an oboe solo from the Grand Fête section of his choral 
symphony Roméo et Juliette, which many have compared to Beethoven’s Ninth 
 Laure Cinti-Damoreau, Classic Bel Canto Technique (Mineola: Dover Publications, 1997).20
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Symphony.  The last symphonic excerpt is from David’s Symphony in E-flat, which he 
condensed into a piano reduction for Vogt’s album. 
Two mass excerpts were entered in the album.  Louis Niedermeyer, a major 
proponent of sacred music, entered a four-voice Kyrie.   Benoist also entered a Kyrie 21
from his Requiem Mass.  He probably chose this work because it was performed at the 
funeral service of the Duke of Orleans in 1842.  This event would no doubt have been a 
major career boost, and a success he would still have been enjoying when he penned his 
entry for Vogt in 1845.  The scoring of the mass is what strikes twenty-first century’s 
ears as slightly odd, as it’s scored for four-part choir (STTB), organ, and ophicleide.  The 
ophicleide, a now obsolete instrument, was generally used in Verdi’s operas but has 
now been replaced by the tuba.
The next group of entries, the canons, straddles the categories of published and 
unpublished entries.  Seven canons were entered into Vogt’s album, with two also 
appearing in published versions.  Of the seven contributors of canons, we find 
performers and composers, some still well-known today while others are more obscure.  
As discussed in the previous chapter, this type of entry was extremely popular with 
musicians, a chance to show their musical prowess quickly and in a small space. 
Cherubini and Rossini entered canons that were also published.  Cherubini’s choice of 
entering a canon is not surprising as he belonged to an older generation who would 
 I was unable to locate the score of this mass, but I do believe it is a Kyrie from one of his many mass 21
settings.
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have been aware of this tradition used in Stammbücher, along with the fact that he 
himself has a number of published canons credited to his oeuvre.  
Rossini’s entry, however, is striking.  We might expect that Rossini, known almost 
exclusively for his operas, would have chosen to include an excerpt from one of his 
operas, but instead he chose a canon that would eventually be published 
(posthumously) in the fourteenth volume of his Péchés de vieillesse.   The text of the 22
canon was presumably written by him and uses very cruel, beastly images of the 
Vatican castrati.  This could be in response to the French distaste of castrati in opera, 
unlike the Italian. 
From the five other unpublished canons, there are three of note.  First is the 
canon penned by Thalberg, which was very likely his “calling card”.  I found this in 
four of the thirteen albums I examined, and I would imagine more survive.  Spohr also 
entered a canon, which is not surprising as he was very familiar with the practice and 
can be considered the originator of these music albums.  This particular canon was a 
standard entry for him, as it is found in multiple albums.   23
 The Péchés de vieillesse is a collection of pieces in fourteen volumes written by Rossini at the end of his 22
life (mostly after 1857).  They consist of piano pieces and vocal pieces, many of which were featured at his 
informal samedi soireés.  The vocal pieces featured a lot of Rossini’s candid humor.  The manuscripts are 
held in the Rossini Room of the Rossini Conservatory in Pesaro, Italy.  A recording of this entry, with 
minor differences from the entry in Vogt’s album can be found on the Naxos recording here: Gioachino 
Rossini, Guiseppe Torre, Emilien Pacini, Anonymous, Bible - Old Testament, and Bible - New Testament, 
ROSSINI, G.: Piano Music, Vol. 7 (Marangoni, Ars Cantica Choir and Consort, Berrini) - Péchés De Vieillesse, 
Vols. 1-3, 10, 11 and 14, (Hong Kong: Naxos Digital Services US Inc, 2015), http://
univportal.naxosmusiclibrary.com/catalogue/item.asp?cid=8.573292.
 This canon can be found dedicated to Gottlieb Widenbein in 1827, and another in 1831 to Clara 23
Schumann.  Göthel lists the canon as unpublished with a catalog number of WoO 133.  Folker Göthel, 
Thematisch-bibliographisches Verzeichnis Der Werke Von Louis Spohr (Tutzing: Schneider, 1981).
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The final canon was entered by Soliva, and is the most original and comical.  It is 
the longest entry in the album at thirteen pages, which is substantial in this point alone, 
as many entries are one page, with a few sharing one page with another.  The comedy 
comes in the text of the entry, which is an epigram by Vittorio Alfieri (1749–1803), an 
Italian dramatist and tragic poet.  The epigram is a hilarious mockery of the love and 
hate relationship musicians have with journalists, asking questions, “Who gives fame, 
who defames, and who disgraces,” with all the answers being, “journalists.”  The final 
line reveals who feeds the journalists, “the lazy, ignorant, envious, [and] sad.”24
The unpublished entries in the album dwarf the published entries, as they make 
up seventy percent of the album.  The largest group within this category, with eighteen, 
is entries for solo piano.   Of these eighteen, the majority (thirteen) were written by 25
famous pianists such as Liszt, Moscheles, Farrenc, and L. Adam.  An entry for piano is 
not surprising from these contributors, since it is what they knew best.  These entries 
are as short as two measures (Liszt) to some very well conceived, lengthy works 
 Dare e tor quel che non s’ha, To give and return what one does not possess,24
     É una nuova abilita! Is a new skill!
     Chi da’ fama? Who gives fame?
     I giornalisti. Journalists.
     Chi diffama? Who defames?
     I giornalisti. Journalists.
     Chi s’infama? Who disgraces?
     I giornalisiti. Journalists.
     Ma chi sfama But who feeds
     I giornalisti? the journalists?
     Gli oziosi, ignoranti, invidi, tristi. The lazy, ignorant, envious, and sad.
     Bravi! Bravi i giornalisti! Hurrah!  Hurrah for the journalists!
 The piano entries of Émile Prudent, Edward Wolff, Johann Peter Pixis, Giacomo Meyerbeer, Henri Herz, 25
and Theodor Döhler could be published, but my research came up inconclusive as I was unable to locate 
these within their catalogs. Wolff’s entry could be one of his etudes.
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(Moscheles).  Out of the eighteen, a few certainly stand out.  L. Adam’s entry, titled 
“Strasbourgian Waltz,” is a tribute to Vogt as both L. Adam and Vogt were born in the 
Alsace region of France.  Moscheles and Farrenc’s entries are both very well thought-out 
and appear to be something that could have been published.   This shows that these 26
contributors may have received the album for a longer duration and wanted to honor 
Vogt with quality work.  The other five entries of solo piano were entered by the tenor 
Bordogni, composers Meyerbeer, Auber and Massé, and the founder of the Revue 
musicale, Fétis.   With the exception of Fétis’ entry, the other four are very simple.27
A large number of entries honor Vogt by being written for oboe and English 
horn.  A few were discussed already, as they were excepts from operas, but these other 
entries for oboe and English horn were original works written in honor of Vogt for the 
album.  Seven of these entries were for oboe and piano.  The contributors include the 
youngest two contributors, Joachim and Viardot, two violin virtuosi, Artôt and Bohrer, 
two composers, Onslow and Beaulieu, and the conductor Girard.  The common thread 
between these entries is the simplicity of the melody and structure.  Many are repetitive, 
especially Beaulieu’s entry, which features a two note ostinato throughout the work, 
which he even included in his signature.  The repetitive nature of these entries may 
 It is possible that these entries were published, but I have not been able to locate the pieces within the 26
composers’ catalogs.  Kroll lists a Gondolier’s Song [A-flat major] as Moschele’s Op. 110.  I believe this may 
be the same as his entry for Vogt, but I was unable to view the published score, or manuscript to confirm.  
Mark Kroll, Ignaz Moscheles and the Changing World of Musical Europe (Woodbridge: Boydell & Brewer, 
2014), 347.
 Auber’s entry could possibly come from his Op. 158 piano sonata.  The entry from Vogt’s album has a 27
citation in Grove.
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indicate that they were written very quickly, unlike other entries that appear very well 
thought out.
Two composers contributed pieces for English horn and piano, and like the 
previous oboe examples, are simple and repetitive.  The final two entries for oboe are 
chamber music, with one an oboe trio and the other for oboe with strings (string trio).  
The oboe trio, written by Halévy is a fugue. 
One contribution that straddles this oboe category and the following string 
category is Vieuxtemps’ entry for treble instrument and piano.  The piece itself is very 
short and simple, and could be played on oboe equally as well as violin.  I believe this 
was a conscious choice by Vieuxtemps to honor Vogt, while also showing a bit of 
himself.  
Five entries were written for string instruments: two for solo violin, one for solo 
cello, and two for cello and piano.  All five of these entries were penned by violinists or 
cellists, who, while not virtuosi, were at the top of the playing level.  The two pieces for 
violin by Sivori and Habeneck were very clearly written by violinists with a high degree 
of technical ability, asking for stretches of the hand only those extremely skilled could 
manage. 
The entries for cello are less virtuosic than those for violin.   Of note is the entry 28
written by Servais.  This entry is a version of his second Caprice from his Op. 11, which 
 The entries by Cossmann or Franchomme may have been published, but my research was inconclusive.28
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was published four years after his entry.   This shows that he was possibly working on 29
these Caprices for a number of years before they were published, or perhaps he liked 
what he had entered in Vogt’s album and chose to add it that particular publication. 
The last eight entries are vocal, ranging from voice and piano to choral works.  
The three entries for voice and piano were written by men close to opera—two 
composers (Donizetti and Berton), and a tenor (Duprez).  Out of these three, the entry of 
mystery is that by Berton, who titled the entry, Le Pari: melodie sur trois notes, sol, la, et si 
(The bet: melody on three notes, sol, la, and ti).   As the title suggests, the melody only 30
includes G, A, and B, but the intrigue stems from the text, which is taken from Joseph-
Alexandre de Ségur’s (1756–1805) Les femmes, leur condition et leur influence dans l’order 
social.  The text is a song from the book called Romance de L’Amandier.31 32
The final four entries are a cappella choral works, which were entered by those 
closely associated with choral music, with one exception, pianist Willmers.  His entry is 
 Adrien-François Servais, Six caprices pour violoncelle avec accompagnement d'un violoncelle II ad. lib (Mainz: 29
B. Schott's Söhne, 1851).
 It is possible that this entry is from the more than fifty Romances written by Berton, but I was unable to 30
find a listing of the titles, nor incipits of them.
 Alexandre-Joseph-Pierre Ségur, Les femmes: leur condition et leur influence dans l'ordre social chez différents 31
peuples anciens et moderne (Paris: Treuttel et Wurtz, 1803), 41-42.
 Ségur was a common author used for Romance lyrics written during this period.32
O toi qui sept fois dois renaître Oh you who must be born
Avant que nos noeuds soient formés! Seven times before our knots are formed!
Arbre chéri, pour toi peut-être Beloved tree, for you we may 
Souvent nous serons alarmés! Often be alarmed!
A l’aspect du moindre nuage, At the sight of the smallest cloud,
Nous tremblerons pour ton destin; We will quiver for your destiny;
Nous croirons voir naître un orage We shall think that a storm is born
Même au milieu d’un jour serein. Even in the midst of a serene day.
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a four-voice (SATB) Ave Maria.  The others were by Grisar, Ney, and Spontini, all of 
whom studied choral music, had choral societies, or wrote for the church. 
As thus, we can see how different the entries are from each other.  Many can be 
placed in a general category, such as canons or piano works, but all were entered with 
the intention to leave a memory for and honor Gustave Vogt.
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Chapter 4: The Music 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This edition is based on the manuscript housed at the Morgan Library in New 
York City (call number Cary 348, V886. A3).  The manuscript is in good condition, much 
of which is legible, or can be deciphered by consulting scores from which the music in 
the entry was excerpted.  When possible, published scores were consulted and 
compared to clarify pitch and text.  In the case that it informed the reading, it has been 
included in the notes.  The general difficulties in creating an edition of this work stem 
from entries that appear to be hastily written, and thus omit complete articulations and 
dynamic indications for all passages and parts.  The manuscript has been modernized 
into a performance edition.  The score order from the manuscript, original titles, or lack 
thereof, have all been retained.  If an entry also exists in a published work, and this was 
not indicated on the manuscript, appropriate titles and subtitles have been placed in 
brackets. Part names have been retained as found in the original manuscript.  If no part 
name was present, it has been added in brackets.  All scores are transposing where 
applicable.  Measure numbers have been added at the beginning of every system.  
Written directives have been retained in the original language and are placed relative to 
where they appear in the manuscript.  The original musical underlay of the text has 
been retained.  Where there is discrepancy between voices in a work, the greater 
number prevails and the changes have been made tacitly to have uniform text underlay.  
Where composers used repeat signs for repeated text, the full text has been written out.  
90
Tempo markings from the manuscript have been retained, even if they were 
abbreviated, i.e., Andte.  The barlines, braces, brackets, and clefs are modernized.  Many 
of the changed clefs are movable C clefs used in vocal music.  The original clefs are 
noted in the notes.  When there was a discrepancy, the bass figures have been corrected 
to reflect the chords in the choir above.  The beaming and stem direction has been 
modernized.  Key signatures have been modernized as some of the flats/sharps do not 
appear on the correct lines or spaces.  When this is the case, it is indicated in the notes.  
Time signatures have been modernized, as one entry has a double alla breve time 
signature, which indicates 4/2.  In a few cases, when a time signature was missing in 
the manuscript, it has been added tacitly.  Triplet and rhythmic groupings have been 
modernized.  Slurs, ties, and articulations (staccato and accent) have been modernized.  
Slurs, ties, and articulations have been added to parallel passages tacitly.  Courtesy 
accidentals found in the manuscript have been removed, unless it appeared to be 
helpful to the performer.  Dynamic indications from the manuscript have been retained, 
except where noted.  In this case it is documented in the critical notes.     
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Abbreviations and Nomenclature
       A = alto pno = piano
       B = bass S = soprano
       bsn = bassoon T = tenor
       eh = English horn vc = voice
       m = measure(s) vcl = cello
       ob = oboe vla = viola
       org = organ vln = violin
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Suite of a Waltz
A little more lively
Reprenez la première partie de la Walse
en ré et ensuite il faut redire la première
Walse entrière en la jusqu'au mot fin
94
Louis Adam (1758–1848) - “Walse de Caractère”
Source information:
Page 1b, pre-ruled with 16 staves; scored for piano; 1 bracket connecting the piano 
grand staff; signed Ecrit par l’auteur | le 5 Mai 1842 [Written by the author | May 5, 
1842] and titled Walse de Caractère composè par L. Adam | Professeur de Piano au 
Conservatoire [Character Waltz composed by L. Adam | Professor of Piano at the 
Conservatory].  There was a difficulty interpreting the turn figures in m. 5 and 13, as the 
figures were written ambiguously. 
Biographical information: 
Louis Adam was from the same Alsace region of France as Vogt, but a generation 
earlier.  He was a piano virtuoso and taught at the Conservatoire from its start.  While 
there, he wrote three method books, the most important of which is the Méthode de piano 
de Conservatoire written in 1804, which contributed to the advancement of piano 
technique in Paris by breaking with the pedagogy of the eighteenth century.3
Notes: 
m. 51 pno LH: Repeat symbol used.
m. 53-55 pno LH: Repeat symbol used.
 Leslie David Blasius, “The Mechanics of Sensation and the Construction of Romantic Musical 3
Experience,” in Music Theory in the Age of Romanticism, edited by Ian Bent (New York: Cambridge 
University Press, 1996), 10.
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English translations of the written French directives: 
Walze Strasbourgeoise Strasbourgian Waltz
dans le Caractère du in the character of
pays de l’auteur the country of the author
   réponse dans la basse answer in the bass
   du motif à la Seconde (?) of the motive at the second
   Da capo la Da capo to the
   première reprise first reprise
   jusqu‘au mot fin until the word fin
   et ensuite prenez tout de suite and then play all of
   la Walse en ré… the waltz in the key of D…
Suite de la Walse Suite of a Waltz
un peu plus animé a little more lively
reprenez la première Repeat the first 
partie de la Walse part of the waltz
en ré et ensuite in D and then
il faut redire le it is necessary to repeat
première Walse entière the entire first waltz
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Johann Baptist Cramer (1771–1858) - “Penseé”
General:
Pages 2–3, pre-ruled with 16 staves, plus one handwritten staff at the bottom; scored for 
oboe and string trio; 1 bracket connecting all four parts, with the barlines running 
through all the staves; signed Offert de la part de JB Cramer a | son ami G Vogt | Paris a 10 
Janvier 1843 [Offered by J. B. Cramer to | his friend G. Vogt | Paris on January 10, 1843]. 
Biographical information:
Johann Baptist Cramer, a pianist, was born in Mannheim but grew up in London, where 
he studied piano with Muzio Clementi (1752–1832).  He quickly achieved an 
international reputation, even being appreciated by Beethoven during his Vienna tour.  
He began his farewell tour in 1835, visiting Munich and Vienna and in 1843 had a long 
residence in Paris, returning to England in 1845.  While his piano playing was at a very 
high level, he is now known as a music publisher, having owned Cramer & Co.  He was 
the first to publish Beethoven’s fifth piano concerto, naming it the “Emperor” Concerto.
Notes:
m. 2 A [vla]: Tie and accent missing on beat 3.
m. 5 vcl: Staccato instead of caret.
m. 8 ob: Staccato is missing.
m. 8 vln: Staccato is missing.
m. 8 A: Staccato is missing.
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m. 11 A: Accent is missing.
m. 11 vln: Staccato is missing.
m. 13-16: Evidence of scratching away of music in all parts.
m. 14 A: Slur is missing.
m. 14 vcl: pp on the downbeat.
m. 16 A: Slur from D# to D.
m. 16 vcl:  Cresc not written in cello.
m. 18 vln: Staccatos are missing.
m. 19 A: Staccatos are missing on beat 1 and 2.
m. 19 vln: Staccatos are missing on beat 1 and 2.
m. 20 vln:  Slur beginning and ending is ambiguous.
m. 20 A: Slur beginning is ambiguous
m. 20 vln: Staccato is missing on beat 2.
m. 20 vcl: Staccato is missing on beat 2.
m. 20 ob: Caret instead of staccato
m. 21 A: f missing. 
m. 21 vln:  Staccato is missing.
m. 22 vln: Accent is missing.
m. 23 vln: Carets missing.
m. 23 A: Caret missing on beat 4.
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m. 24 vcl: p is missing.
m. 25 A: f is missing.
m. 25 vln: Staccato is missing on beat 2.
m. 25 A: Staccatos are missing.
m. 30 vln: Caret is missing.
m. 30 A: Caret is missing
m. 30 vcl: Caret is missing
m. 31 A: Staccato is missing
m. 31 vcl: Staccato is missing
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Henri Herz (1803–1888) - “Prélude”
General:
Page 4, pre-ruled with 16 staves; scored for piano; 1 bracket connecting the piano grand 
staff; signed A son ami Vogt | par Henri Herz | Paris Juin 1843 [To my friend Vogt by 
Henri Herz | Paris June 1843]. 
Biographical information:
Pianist Henri Herz was another child prodigy from Vienna, who began his performing 
career at age eight.  In 1816, he enrolled at the Conservatoire, studying piano and 
composition.  By the 1830s, he was one of the most famous virtuoso-composers, touring 
Europe, South America, and North America, writing a memoir of his experience.   27
From 1842 to 1874, he brought his wide knowledge and experience to the Conservatoire 
as a piano professor.  Along with his brother Jacques Simon Herz he also founded the 
Ecole Spéciale de Piano de Paris.
Notes:
m. 3: Double slur above the right hand.
 Henri Herz, My Travels in America (Mes Voyages En Amérique, Engl.) Transl. by Henry Bertram Hill 27
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Desiré Beaulieu (1791–1863) - “Pensée”
General:
Pages 7–8, pre-ruled with 16 staves; scored for oboe and piano; 1 bracket used for the 
piano grand staff plus a line to connect all three staves; signed à Vogt | par D. Beaulieu | 
Paris, le 18 mai 1844 [to Vogt | by D. Beaulieu | Paris, May 18, 1844].  In his signature he 
repeats the bass figure (A2-E2). 
Biographical information:
Marie-Désiré Beaulieu, a French composer, collector and philanthropist, is best known 
for his contribution to choral music.  He studied violin with Rudolph Kreutzer and 
composition with Étienne Méhul (1763–1817) at the Conservatoire.  After his studies, he 
founded a number of societies dedicated to choral music.  The first began in 1827, 
dedicated to vocal music of the sixteenth to eighteenth centuries, followed by the 
Association Musicale de l’Ouest, which presented Mendelssohn’s St. Paul and Elijah in 
France for the first time, and finally in 1860 the Société de Chant Classique promoting 
choral music in Paris.
Notes:
m. 1 pno: p marking scratched out.
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H. Rudolf Willmers (1821–1878) - “Ave Maria”
Source information:
Pages 10–11, pre-ruled with 16 staves; scored for four-part choir (SATB); 1 bracket 
connecting the four parts, with the barlines connecting all four parts; signed Gage 
d’amitié à Mr. Voigt de | la part de Rodolphe Willmers | Paris le 11 mars 1843 | composè le 11 
mars 1843 [Token of friendship to Mr. Vogt | from Rodolphe Willmers | Paris March 11, 
1843 | composed March 11, 1843].  The original clefs are C1, C3, C4, and F4.  The top 
voice marked as a C1 clef is a mistake, and all the music is in G2 clef. 
Biographical information:
H. Rudolf Willmer studied piano in Weimar with Johann Nepomuk Hummel (1778–
1837).  At age sixteen, he gave his first piano recital, followed by numerous concerts in 
Germany and Austria.  His real acclaim came from his 1846 and 1847 concerts in Paris 
and London.  In his later years, he taught at the Stern Conservatory in Berlin.
Notes:
m. 2 S: A sf appears inside the crescendo.
m. 18 A: Scratching out on beat 4.
m. 21 B: The downbeat is a D3.
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Victor Massé (1822–1884) - Untitled
Source information:
Page 22, pre-ruled with 16 staves; scored for piano; 1 bracket connecting the piano 
grand staff; signed à Monsieur Vogt Victor Massé | hommage affectueur 17 mars 1856 [to 
Mister Vogt Victor Massé | affectionate tribute March 17, 1856]. 
Biographical information:
Victor Massé was a composer who studied with Halévy at the Conservatoire, winning the 
Prix de Rome in 1844.  His first success came in 1850 with the premiere of his opera La 
chanteuse voilée at the Opéra-Comique.  In 1856, he joined the Légion d’Honneur, 
possibly just before he entered his short and simple piano solo to Vogt’s album.  In 1866, 
he was appointed as professor of composition at the Conservatoire but had to resign in 














‰ ‰ ! rœœ
œ œ œ œ œ œ‰ ‰ ! Rœ
œœ œœ œœ ! ! rœœ
œ œ œ œ œ œœ œ œ ! ! Rœ
œœ œœ œœ ! !
rœRœn
œ œ œ œ œ œœ œ œ ! ! Rœ#
œ œ .œ œ´ÿœ# œ .œ œ










! ! rœœ œ Rœ
œ œ œ œ œ œœ ! œ ! ! Rœ
œ œ .œ œœ œ œ
œ œ œ œ œ œœ œ .œ œ
legato e semplice
œ ! œ ! ! rœœ œ Rœ
œ œ œ œ œ œœ ! œ ! ! Rœ
œ œ .œ œœ œ œ
œ œ œ œ œ œœ œ .œ œ
jœ .œ œ#Jœ œ œ






11 œ œ# œ œ œ œœ# œn œ
œ œ œ œ œ œœ œn œ#
œ œ# œ œ œ œœn œ œ œ œ#





œ œ œ œ œ œ
œ œ œ œ œ œœ œ .œ œ
decresc.
œ ! œ ! ! rœœ œ Rœ
œ œ œ œ œ œœ ! œ ! ! Rœ
con espressione
œ œ .œ œœ œ œ





16 œ ! œ ! ! rœœ œ Rœ
œ œ œ œ œ œœ ! œ# ! ! Rœ
œ œ œ œ œ œ#œ œ œ œ œ
œ œ œ œ œ œœ œ œ œ œ œ
jœ ‰ ! rœJœ Rœ
œ œ œ œ œ œ
Jœ ‰ ! Rœ
œ œ œ ! ! rœœ œ œ Rœ
œ œ œ œ œ œœ œ œ ! ! Rœ
œ œ œ ! ! rœœ œ œ Rœn
œ œ œ œ œ œœ œ œ ! ! Rœ
Un pezzo di niente
François-Joseph Fétis
1784-1871






21 œ œ œ œ œ œœn œ# œ œ œ œ
œ œ œ œ œ œœ# œ œ œ œ œ
‰ ! œ œ œœ œ œ
œ œ œ œ œ œ‰ ! œ œ œ
"
"
‰ ‰ ! rœn Rœ
œ œ œ œ œ œ‰ ‰ ! Rœ
smorzando assairœ ! ‰ rœn !Rœ Rœ
œ œ œ œ œ œRœ# ! ‰ Rœ !
‰ rœ ! ‰





26 rœ ! ‰ rœ !
Rœ# Rœœ œ œ œ œ œRœ ! ‰ Rœn !
œ œ œ# ! ! rœœ œ œ Rœ
œ œ œ œ œ œœ œ œn ! ! Rœ#
! rœ .œ
> œ
Rœ œ>œ œ œ œ œ œ! Rœ .œ>
œ
œ ! œ# ! ! rœœ œ Rœ
œ œ œ œ œ œœ ! œn ! ! Rœ#
"
œ œ œ# ! ! rœœ œ œ Rœ





31 œ œ œ œ œ œœ œ œ œ œ œ
œ œ œ œ œ œœ œ œ œ œ œ
cresc.
œ œ œ œ ‰œ œ œ œ
œ œ œ œ œ œœ œ œ œ ‰
p "
rœ ! ‰ rœ !Rœ Rœ






François-Joseph Fétis (1784–1871) - “Un pezzo di niente”
Source information: 
Page 26, pre-ruled with 16 staves; scored for piano; 1 bracket connecting the piano 
grand staff; signed Ecrit pour mon ami Vogt, à Paris, le 23 Janvier 1847 | Fétis [Written for 
my friend Vogt, in Paris January 23, 1847].  The title Un pezzo di niente (A piece of 
nothing) may be related to the Bagatelle genre.
Biographical information: 
François-Joseph Fétis was a Belgian musician who began his studies at the Conservatoire 
in 1800.  Six years later his interests led him to revise Roman liturgical chants to 
discover and establish their original form.  That same year he began his Biographie 
universelle des musiciens, which he completed in 1834, and which became one of his most 
famous works.  In 1821, he began teaching at the Conservatoire and six years later 
founded the first serious classical music paper in France, the Revue musicale.22
In 1833, at the request of Leopold I, Fétis became the director of the Brussels 
Conservatory, where he founded a popular concert series, although he could not stay 
away from his love of musicology.  In 1841, he put together the first history of theory, 
later to influence Liszt and Hindemith.  He also worked with Jean Baptiste Guillaume in 
1856 to write a treatise on Stradivari, which showed the development of the violin 
family, the makers, and bows.




m. 14: Sixteenth note rest missing on beat 3.
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Gioachino Rossini (1792–1868) - “Canon a 4 Voix”
Source information:
Page 26, pre-ruled with 16 staves; scored for four voices; 1 bracket connecting the piano 
grand staff; signed Gioacchino Rossini | a son ami Vogt | Paris a 10 Juillet 1843 [to his 
friend Vogt | Paris July 16, 1843].  The indications for each entering voice is a circle with 
a dot in the middle.  The canon has been realized with an ending given at the 
conclusion of voice four completing the canon.  The hypothetical final chord shows 
where the voices would go next if they continued.
Biographical information:
Gioachino Rossini was an Italian composer best known for his operas, and in his time 
was the most famous opera composer in Europe.  Born in Italy to musical parents, 
Rossini began his musical training early, at age six playing triangle in his father’s group.  
By age eighteen, his first opera (La cambia di matrimonio) was produced in Vienna, and 
by twenty-one had established himself as an opera composer.  In 1816, his most famous 
opera, Il barbiere di Siviglia premiered in Rome, securing his position in music for 
centuries to come.  In 1823, after a grand celebration of Rossini in London, he accepted 
the music director position of the Théatre des Italiens in Paris where he was expected to 
write five operas a year.  His final opera was Guillaume Tell, having composed thirty-
eight in total.  His final large composition is his Stabat Mater, written in 1841, just two 
years before his entry for Vogt.
123
Notes:
m. 3 vc: End of slur on the first beat is ambiguous. 
m. 5 vc: No slur from the grace note to the downbeat.
m. 6 vc: Dot missing on the second beat.
Text:
Or che si oscura il ciel            Now that the sky’s growing dark,
il canto usa to udiam de castrati:            let’s listen to the strange sounds of the castrati:
gnau, gnau, ecco il canto di maniera,            miaow, miaow, that’s their “graceful” style,
cod, de, cod, de, ecco il cantare brillante,       cock-a-doodle-doo, that’s their “virtuoso” style,
bau, bau, questo è il canto guerriero.            bow, wow, that’s their “warlike” style.36
 This translation is taken from the liner notes of this CD: Gioachino Rossini, Guiseppe Torre, Emilien 36
Pacini, Anonymous, Bible - Old Testament, and Bible - New Testament, ROSSINI, G.: Piano Music, Vol. 7 
(Marangoni, Ars Cantica Choir and Consort, Berrini) - Péchés De Vieillesse, Vols. 1-3, 10, 11 and 14, (Hong 
Kong: Naxos Digital Services US Inc, 2015), http://univportal.naxosmusiclibrary.com/catalogue/
item.asp?cid=8.573292. Rossini’s use of text varies from the manuscript that this recording used.  In line 
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˙ œ œ ˙ œ œ
e e le i
˙ œ œ ˙ œ œ
e e le i˙ œ œ ˙ œ œ
e e le i
- - - - - - - - - - - -
- - - - - - - - - - - -
- - - - - - - - - - - -
- - - - - - - - - - - -










w œ Œ œ œ
son. Ky riw œ Œ œ œ
son. Ky ri








w œ Œ œ œ
e, Ky ri
w œ Œ œ œ
e, Ky riw# œ Œ œ œ
e, Ky ri
p w œ Œ œ# œ
son. Ky ri
w œ Œ œ# œ
e, Ky ri
w œ Œ œ# œ





˙ œ œ ˙ œ œ
e e le i
˙ œ œ ˙ œ œ
e e le i
˙ œ œ ˙ œ œ
e e le i˙ œ œ ˙ œ œ
e e le i
.w ˙
son, e
w œ Œ œ œ
son. Ky riw œ Œ œb œ
son. Ky ri





p- - - - - - - - -
- - - - - - - - - - -
- - - - - - - - - - -







wb œ Œ œn œ
e, Ky ri
w œ Œ œ œ
e, Ky riwb œ Œ œ# œ
e, Ky ri
p w œ Œ Ó
son.
w œ Œ Ó
e,
w œ Œ Ó
e,w œ Œ Ó
e,
.œ Jœ œ œ œ œ œ œ
Ky ri e e le i son, e
.œ jœ œ œ œ œ œ œ
Ky ri e e le i son, e
.œ Jœ œ œ œ œ œ œ
Ky ri e e le i son, e
.œ jœ œ œ œ œ œ œ





.˙ œ œ Œ Ó
le i son.
.˙ œ œ Œ Ó
le i son.
.˙ œ œ Œ Ó
le i son.
.˙ œ œ Œ Ó
le i son.
.œ Jœ œ œ œ œ œ œ
Ky ri e e le i son, e
.œ jœ œ œ œ œ œ œ
Ky ri e e le i son, e
.œ Jœ œ œ œ œ œ œ
Ky ri e e le i son, e
.œ jœ œ œ œ œ œ œ





- - - - - - - - - - - - - - - -
- - - - - - - - - - - - - - - -
- - - - - - - - - - - - - - - -






20 fi.˙ œ œ Œ Ó
le i son.
.˙ œ œ Œ Ó
le i son.
.˙ œ œ Œ Ó
le i son.
.˙ œ œ Œ Ó
le i son.
.œ Jœ œ œ œ œ œ œ
Ky ri e e le i son, e
.œ jœ œ œ œ œ œ œ
Ky ri e e le i son, e
.œ# Jœ œ œ œ œ œ œ
Ky ri e e le i son, e.œ Jœ œ œ œ œ œ œ





˙# ˙ ˙ œ Œ
le i son.
˙ ˙ ˙ œ Œ
le i son.
˙# ˙ ˙ œ Œ
le i son.














w# œ Œ ˙
e e
w# œ Œ ˙
e ew œ Œ ˙#
e e
w œ Œ ˙
e e
- - - - - - - - - - - - -
- - - - - - - - - - - - -
- - - - - - - - - - - - -































˙ ˙ Œ œ
Chri ste e
˙ ˙ Œ œ
Chri ste e








.œ jœ ˙ œ Œ
le i son.
.œ jœ ˙ œ Œ
le i son.












- - - - - - - -
- - - - - - - -
- - - - - - -
- -
-










30 .œ jœ ˙ .œ jœ
le i son, e
˙ ˙ ˙
le le.œ# Jœ .œ Jœn ˙
le i son, e
˙ ˙ ˙
le
.œ# jœ ˙ œ Œ
le i son.
.œ jœ ˙ œ Œ
i son.
.œ jœ ˙ œ Œ
le i son.
.œ jœ ˙ œ Œ
i son.
˙ ˙ Œ œ#
Chri ste e
˙ ˙ Œ œ
Chri ste e








.œ jœ ˙ œ Œ
le i son.
.œ jœ ˙ œ Œ
le i son.












- - - - - - - - - -
- - - - - - - - -
- - - - - - - - - - -













.œ jœ ˙ ˙





.œ jœ# ˙ œ Œ
i son.
.œ jœ ˙ œ Œ
le i son,
.œ jœ ˙ œ Œ
i son.
















.œ jœ ˙ œ Œ
le i son.
.œ jœ ˙ œ Œ
le i son,
.œ Jœ# ˙ œ Œ
le i son.


















.œ# jœ ˙ œ Œ
le i son.
.œ# jœ ˙ œ Œ
le i son..œ# Jœ‹ ˙ œ Œ






- - - - - - - - - -
- - - - - - - - - - -
- - - - - - - - - -









































˙ ˙ Œ œ#
Chri ste e
˙ ˙ Œ œ
Chri ste e









.œ jœ ˙ œ Œ
le i son.
.œ jœ ˙ œ Œ
le i son.




- - - - - - -
- - - - - - - -
- - - - - - - -































.œ jœ ˙ ˙
le i son, e
.œ jœ ˙ ˙
le i son, e
.œ Jœ ˙ ˙
le i son, e
.œ Jœ# ˙ ˙


























- - - - - - -
- - - - - - -
- - - - - - -












51 .œ Jœ œ œ œ œ œ œ
Ky ri e e le i son, e
.œ jœ œ œ œ œ œ œ
Ky ri e e le i son, e
.œ# Jœ œ œ œ œ œ œ
Ky ri e e le i son, e.œ Jœ œ œ œ œ œ œ





˙ ˙ ˙ œ Œ
le i son.
˙ ˙ ˙ œ Œ
le i son.
˙ ˙# ˙ œ Œ
le i son.














w œ# Œ ˙
e e
w œ Œ ˙
e e
w œ Œ ˙
e e










- - - - - - - - - - - - -
- - - - - - - - - - - - -
- - - - - - - - - - - - -






































.˙ œ .˙ œ
i














- - - - - - -
- - - - - - -




Louis Niedermeyer (1802–1861) - “Kyrie à 4 voix”
Source information:
Pages 44–46, pre-ruled with 16 staves; scored for 4 voice choir (SATB); 1 line connecting 
the four parts; signed Ls. Niedermeyer | 30 Août 1843 [L. Niedermeyer | August 30, 
1843].  The original clefs were C1, C3, C4 and F4.  The time signature was “double” cut 
time.  Lyrics given only in the soprano voice for most of the work.  Other vocal parts 
supplied with lyrics editorially.
Biographical information:
 At the age of fifteen, Swiss composer Louis Niedermeyer traveled to Vienna to study 
with Moscheles and then to Italy to familiarize himself with Renaissance vocal writing.  
It was here that he formed a long-lasting relationship with Rossini.  By 1820, he had his 
first operatic success and moved to Paris three years later.  After the failure of his opera 
La Fronde, he decided to focus solely on sacred compositions.  In 1853, he reopened a 
school for church music and renamed it Ecole Niedermeyer de Paris.   This quickly 34
became a major school in Paris, teaching a young Fauré and many others.  His secular 
and sacred songs were extremely influential, paving the way for Fauré and Duparc to 
elevate French chansons above German lieder.
 The school was called the Ecole Choron after Alexander-Étienne Choron before he reopened it.34
131
Notes:
m. 5 B: C4 quarter note scratched out on beat 2.
m. 23 B:  p is missing.













! œ œ œ œ œ#
"
œ jœ.œ
! œ œ œ œ# œ
œ jœ.œ
œ œ# œ œ œ œ
&
œ jœœ œ œ œ œ œ





6 œ jœœ œ œ# œ œ œ
œ# œ# œ œ œ œ
œ jœ#œ œ œ œ œ# œ
œ œ œ œ
œ œ?
.œ .œ
œ œ# œ œ œ œ




! œ œ œ œ œ#
"
œ jœ.œ








œ œ# œ œ œ œ
.œ œ œ œœ œ œ
œ œ œ.œ
.œ œ œ œœ œ œ
œ œ œ.œ
cresc.
.œ œ œ œœ œ œ œ#
œ œ œ œ œœ Jœ
œ œ# œ œ œ œ
œ œ œ.œp
œ jœœ œ œ œ œ œ






18 œ jœœ œ œ œ œ œ
œ œ œ œ œ œœ Jœ
œ jœœ œ œ œ œ œ
œ œ œ œ œ œœ Jœ
œ jœœ œ œ œ œ œ
œ œ œ œ œ œœ Jœ
œ jœœ œ œ œ œ œ
œ œ œ œ œ œœ Jœ
p
œ jœ#œ œ œ œ œ œ
œ œ œ œ œ œœ Jœ
œ jœœ œ œ œ œ œ









24 œ ‰œ œ# œ œ œ œ
œ# œ œ œ œ œœ ‰
! œ œ# œ œ œœ Jœ
œ# œ œ.
cresc.
œ# œ œ œ œ œœ Jœ
œ# œ œ.
œ œ œ# œ œ œœ Jœ
œ œ œ.





! Rœ ! Rœ ! Rœ








Rœ ! Rœn !Rœ!
.œ
!Rœ !Rœ !Rœ
Rœ# ! Rœn !Rœ!
! œ œ# œ œ œ
Rœ ! ‰ ‰
p
!
œ œ# œ œ œ
Rœ
! œ œ# œ œ# œ#
jœ ‰ ‰
œ jœ







! œ œ œ œ# œ&
œ jœ.œ
œ œ# œ œ œ œ
œ jœœ œ œ œ œ œ
œ œ# œ# œ œ œ
œ jœœ œ œ# œ œ œ
œ# œ# œ œ œ œ
œ jœ#œ œ œ œ œ# œ
œ œ œ œ
œ œ?
.œ .œ






!œ œ# œ œ# œ#Jœ ‰ ‰
! œ œ œ œ œ#
œ jœ
! œ œ# œ œ# œœœ# Jœœœ jœJ
cresc.
œ œ# œ œ œ œœ Jœ
.œ















48 œ> œ œ# œ œ œ






Louise Farrenc (1804–1875) - “Impromptu”
Source information:
Page 49, pre-ruled with 16 staves; scored for piano; 1 bracket connects the piano grand 
staff; bleeding from the other side of the page is visible; signed Lse. Farrenc | Paris 8 
Janvier 1843 [L. Farrenc | Paris January 8, 1843}. 
Biographical information:
Louise Farrenc was very influential as a pianist, composer and teacher.  She paved the 
way for a woman to pursue a musical career and to be more than simply “wife.”  In 
1819, she entered the Conservatoire, studying composition with Reicha, and by 1825 her 
works were being published, with most appearing in 1839, due to her husband who 
started a publishing company.   Her two piano quintets were published during this 21
time and established her reputation, but she became an instant celebrity in 1850, with 
the premiere of her nonet, with a young Joseph Joachim playing violin.  In 1842, Farrenc 
was hired to teach piano at the Conservatoire, the only woman musician in the 
nineteenth century to hold that rank.
 Aristotle Farrenc also studied at the Conservatoire, beginning in 1816, studying flute with Joseph 21























Jœ œ œ. œ.
œ œ. œ. œ. œ.
!










œ œ œ œ# œ œ œ
.œ œ. œ.
‰ jœ œ
œ œ œ# œ œ œ œ œ
Jœ œ œ. œ.
œ œ. œ. œ. œ.
.œ œ œ œ# œ œ












14 œ œ. œ. œ. œ.
œ œ œ œ œ œ œ œ
Jœ œ œ. œ.
œ. œ. œ
.œ œ œ œ œ œ















œ œ œ# œ œ
.œ# jœ
Petit caprice, fugué
J. Halévypour 3 hautbois
1799-1862














20 .œ œ# œ






œ œ# . œ
.œ œ œ#
œ# œ
œ œ# œ œ œ
.œ œ œ
.œ# jœ














œ œ# œ# œ œ
.œ# jœ#
.œ# œ œ

































œ œb . œ. œ. œ.
.œ Jœ
.œ œ œ œ œ œ
.œ jœb







.œ œ œ œ œ œ
.œ œ œ œ œ œ
œb . œ. œ
.œb œ œ œb œb œ





.œ œ œb œ œ œb








œ œ. œ. œ. œ.
˙
[        ]


































54 œ. œ. œ







œ œ. œ. œ. œ.
œ œ. œ. œ. œ.
˙
˙




œ œ. œ. œ.
.œ œ. œ.
œ œ. œ. œ. œ.
œ. œ. œ. œ.
























Jacques Halévy (1799-1862) - “Petit caprice, fugué pour 3 hautbois”
Source information:
Pages 51-53, pre-ruled with 16 staves; scored for 3 oboes; 1 line connecting the three 
parts, with the barlines running through all three parts; signed J. Halévy | 17 Février 42 
[J. Halévy | February 17, (18)42].  Editorial performance indications, especially 
staccatos, have been added to parallel musical passages throughout tacitly for ease of 
performance.  Dynamics have been added to parallel passages as needed and are 
indicated by brackets.  The slurs in this work are very inconsistent.  There is visual 
evidence in the score of Halévy reworking his slurs, which required decisions to be 
made as to what he intended in the final version.  In most instances the darker slur was 
taken as the intended over the lighter version. 
Biographical information:
Jacques Halévy is well-known for his contribution to opera and teaching.  In 1810, he 
entered the Conservatoire, studying composition with Cherubini, who helped to guide 
him through his life.  In 1819, he won the Premier Prix and eight years later returned to 
the Conservatoire as professor of harmony and accompaniment, later adding 
counterpoint and fugue, and composition.  During this time, he began working at the 
Théatre-Italien and then the Opéra as chef du chant.  His first opera success came in 1829 
at the Opéra Comique with Le dilettante d’Avignon, but his greatest success came on 
139
February 23, 1835 with the premiere of La Juive at the Opéra with tenor Gilbert Duprez 
(1806–1896) singing the lead role.
Notes:
m. 7 ob 1: End of the slur is ambiguous; 
m. 17-20 ob 2: Two slurs conflicting each other appear here, one lighter than the other.  
The lighter of the two spans the four measures.
m. 18 ob 2: Caret instead of staccato. 
m. 21-24 ob 1: Two slurs conflicting each other appear here, one lighter than the other.  
The lighter of the two spans the four measures.
m. 23, 26 ob 2:  Slur breaks, has been connected to create one long slur.
m. 24 ob 3: Slur between the F#4 to the D#4.
m. 25-26 ob 2: Two conflicting slurs, one lighter than the other.  The lighter spans the 
two measures.
m. 25 ob 3: Slur under the notes.
m. 26 ob 1: Caret instead of staccato.
m. 28 ob 2, ob 3: Two staccatos, unclear where they belong.
m. 28-29 ob 1: Slur begun in m. 27 crosses over the barline into m. 29.
m. 31-32 ob 3: Slur is very faint indicating it could be from an earlier draft, but it mirrors 
the articulation in ob 2 in m. 33-34.
140
m. 40-41 ob 2: Two conflicting slurs, one lighter than the other.  The lighter ends on the 
downbeat of m. 41.
141
& # 86 .œ œ œ œ jœ
Allegretto
1
.œ œ œ œ Jœ .œ œ œ œ Jœ .œ œ œ œ ‰
& # .œ œ œ œ Jœ
2
.œ œ œ œ Jœ .œ œ œ œ jœ .œ œ œ œ Jœ
& # œ Jœ .œ œ
œ3 œ Jœ .œ œ œ œ jœ .œ œ œ œ Jœ œœ œ œ œ œ
& # œ œ œ .œ
4





Charles de Bériot (1802–1870) - “Canon”
Source information:
Page 54, pre-ruled with 16 staves; scored for four voices; no bracket; signed Paris le 7 
mars 1850 Ch Beriot [Paris March 7, 1850 Ch. Beriot].  Indication for each entering voice 
was added by the editor as they are absent in the manuscript.  6
Biographical information:
Charles de Bériot was a Belgian violinist and composer.  In 1821 he traveled to Paris to 
play for Giovanni Battista Viotti (1755–1824) and soon enrolled in the Conservatoire to 
study with Baillot, but could not handle the discipline of school, and soon dropped out.  
This did not stop him: he soon had a very successful debut in Paris leading to his 
London debut in 1826.  From 1829 to 1835 he toured Europe with mezzo-soprano Maria 
Malibran (1808–1836), and again in 1838, this time with Pauline Viardot.  Shortly after, 
in 1842, he was asked to join the Conservatoire faculty, instead deciding to teach at the 
Brussels Conservatory, serving as the head of the violin faculty.  His playing style 
combined the technical ability of Paganini with the elegance of Paris, creating the 
Franco-Belgian school.
Notes:
m. 16: The final note’s (G3) dot is missing.
 The canon was not realized like the others in the album as Bériot’s original layout (same layout in this 6
edition) allows for the canon to be viewed as a score.  Additionally he did not provide an accompaniment 
like the entries from Rossini and Cherubini.
143
& C œ œ œ jœ jœ
Gai gai gai mes a
Allegro
œ œ œ œ
mis le vin ra
œ œ œ œ
ni me les es
œ œ œ œ
prits le vin ra
œ œ œ œ
ni me les es
œ œ œ œ
prits boi re de- - - - - - --
& œ œ œ œ
l'eau c'est un out
1 œ Jœ Jœ œ œ
ra ge fait à Bac
œ œ œ œ#
chusfait à Cy
œ œ œ œn
prisfait à Bac
œ œ œ œ
chus fait à Cy
œ Œ Ó
pris.- - - - - -






œ Jœ Jœ œ œ
u sage lorsque nous,
œ œ œ œ
som mes ré
œ œ œ œ
nis et gai gai- - - - - --
& ..œ Jœ jœ œ œ
gai mes a mis gai
3 .˙ Œ
gai
Œ œ œ œ
et gai gai
œ œ œ œ









œ œ œ œ œ
!
Allegro
œ œœ œœ œœ
Œ œ œ œ
œœ œœ œœ œœ#
.˙ œ
œ œ œ œœn
œ œ œ œ œ œ
œœ œœ œœ œœ
œ œ œ œ
œ œ œ œ
œ œ œ œ






8 œœ ˙˙ œœ
Œ œ œ œ
œœ œœ œœ œœ#
.˙ œ
œ œ œ œœn
œ œ œ œ œ œ
œœ œœ œœ œœ
œ œ œ œ
œ œ œ œ
œ œ œ œ








15 œœ œœ œœ œœ#
Œ œ œ œ
œ œœœ œœœ œœœ
˙ ˙
œœœ œœn œœ œœ
Œ œ œ œ
Fin
œ´ œ œ œ
œÿ œ œ œ
Canon à 4 voix
Luigi Cherubini
1760-1842


























œ œ œ jœ jœ




œ œ œ œ œ
!
Allegro
œ œ œ œ




œ œœ œœ œœ
Œ œ œ œ
œ œ œ œ




œœ œœ œœ œœ#
.˙ œ
œ œ œ œ




œ œ œ œœn
œ œ œ œ œ œ
œ œ œ œ




œœ œœ œœ œœ
œ œ œ œ
œ œ œ œ




œ œ œ œ
œ œ œ œ







7 œ œ œ œ
l'eau c'est un out
œ œ œ jœ jœ
Gai gai gai mes a
!
!
7 œ œ œ œœ œ œ œ œ
˙ Ó
œ Jœ Jœ œ œ
ra ge fait à Bac
œ œ œ œ




Œ œ œ œ
œ œ œ œ#
chus fait à Cy
œ œ œ œ
ni me les es
!
!
œœ œœ œœ œœ#
.˙ œ
œ œ œ œn
pris fait à Bac
œ œ œ œ
prits le vin ra
!
!
œ œ œ œœn
œ œ œ œ œ œ
œ œ œ œ
chus fait à Cyœ œ œ œ
ni me les es
!
!
œœ œœ œœ œœ
œ œ œ œ
œ Œ Ó
pris.
œ œ œ œ
prits boi re de
!
!
œ œ œ œ
œ œ œ œ
- - - - - -
- - - - - - - -









13 ˙ .œ Jœ
Chan ter et
œ œ œ œ
l'eau c'est un out
œ œ œ jœ jœ
Gai gai gai mes a
!
13 .˙ œœ œ œ œ œ
.˙ œ
.˙ œ
boi reœ Jœ Jœ œ œ
ra ge fait à Bac
œ œ œ œ






œ œ œ œ#
chus fait à Cy
œ œ œ œ
ni me les es
!
œœ œœ œœ œœ#
Œ œ œ œ
œ Jœ Jœ œ œ
u sage lors que nous,
œ œ œ œn
pris fait à Bac
œ œ œ œ
prits le vin ra
!
œ œœœ œœœ œœœ
˙ ˙
œ œ œ œ
som mes réœ œ œ œ
chus fait à Cyœ œ œ œ
ni me les es
!
œœœ œœn œœ œœ
Œ œ œ œ
œ œ œ œ
nis et gai gai
œ Œ Ó
pris.
œ œ œ œ
prits boi re de
!
œ´ œ œ œ
œÿ œ œ œ
- - - - - - - -
- - - - - -







19 œ Jœ jœ œ œ
gai mes a mis gai˙ .œ Jœ
Chan ter et
œ œ œ œ
l'eau c'est un out
œ œ œ jœ jœ
Gai gai gai mes a




boi reœ Jœ Jœ œ œ
ra ge fait à Bac
œ œ œ œ
mis le vin raœœ ˙˙ œœ
˙ ˙




œ œ œ œ#
chus fait à Cy
œ œ œ œ
ni me les es
œœ œœ œœ œœ#
Œ œ œ œ
œ œ œ œ
gai et gai gai
œ Jœ Jœ œ œ
u sage lors que nous,
œ œ œ œn
pris fait à Bac
œ œ œ œ
prits le vin ra
œ œœœ œœœ œœœ
˙ ˙
˙ Œ œ
gai gaiœ œ œ œ
som mes réœ œ œ œ
chus fait à Cyœ œ œ œ
ni me les esœœœ œœn œœ œœ
Œ œ œ œ
œ Œ Ó
gai
œ œ œ œ
nis et gai gai
œ Œ Ó
pris.
œ œ œ œ
prits boi re de
œ´ œ œ œ
œÿ œ œ œ
- - - - - - - -
-
- - - - - - -








25 œ œ œ jœ jœ
Gai gai gai mes a
œ Jœ jœ œ œ
gai mes a mis gai˙ .œ Jœ
Chan ter et
œ œ œ œ
l'eau c'est un out
25 .˙ œœ œ œ œ œ
.˙ œ
œ œ œ œ
mis le vin ra
.˙ Œ
gai.˙ œ
boi reœ Jœ Jœ œ œ
ra ge fait à Bacœœ ˙˙ œœ
˙ ˙
œ œ œ œ
ni me les es




œ œ œ œ#
chus fait à Cy
œœ œœ œœ œœ#
Œ œ œ œ
œ œ œ œ
prits le vin ra
œ œ œ œ
gai et gai gai
œ Jœ Jœ œ œ
u sage lors que nous,
œ œ œ œn
pris fait à Bac
œ œœœ œœœ œœœ
˙ ˙
œ œ œ œ
ni me les es˙ Œ œ
gai gaiœ œ œ œ
som mes réœ œ œ œ
chus fait à Cyœœœ œœn œœ œœ
Œ œ œ œ
œ œ œ œ
prits boi re deœ Œ Ó
gai
œ œ œ œ
nis et gai gai
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Luigi Cherubini (1760-1842) - “Canon”
Source information:
Page 55, pre-ruled with 16 staves; scored for 4 voices; 1 bracket for the piano grand staff; 
signed par L. Cherubini 1841 [by L. Cherubini 1841].  The indication for each entering 
voice is a circle with a dot in the middle.  This canon, on the text Gai, gai, gai, also 
appears in Jean Villatte’s (1897–?) Canons et choeurs: Anthologie du canon titled Chantons le 
vin (Sing to the wine).  The canon has been realized with an ending given at the 13
conclusion of voice four completing the canon.  The final measure is the chord where 
the voices would go next if they continued.
  
Biographical information:
Luigi Cherubini was born in Italy, but feeling constrained by Italian tradition, traveled 
to London and Paris, eventually accepting an appointment in 1789 at the Théatre de 
Monsieur in the Tuileries.  He later joined Le Sueur as director at the Tuileries Chapel 
and made a name for himself in sacred music.  In 1822, he became director of the 
Conservatoire, serving until his death.
Notes:
m. 21-23 vc: There are repeat signs after the word “gai.”
  Jean Villatte, Anthologie Du Canon (Paris, France: H. Lemoine, 1951), #247.13
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Text:
Gai, gai, gai, mes amis, Cheerful, cheerful, cheerful, my friends,
Le vin ranime les esprits, The wine revives the spirits,
le vin ranime les esprits, the wine revives the spirits,
Boire de l’eau, Drink the water,
c’est un outrage fait à Bacchus, fait à Cypris, It is an insult to Bacchus, to Cyprus
fait à Bacchus, fait à Cypris. to Bacchus, to Cyprus.
Chanter et boire, c’est notre usage Sing and drink, it is our custom
Lorsque nous sommes réunis When we are reunited
Et gai, gai, gai mes amis chantons And cheerful, cheerful, cheerful my 
friends sing
Et gai, gai, gai, cette chanson chantons. And cheerful, cheerful, cheerful, sing 
    this song.
Translated text below the piano accompaniment:
on recommence, tant qu’on We restart, as long as we can,
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Henri Bertini (1798–1876) - “Un petit rien”
Source information: 
Page 56, pre-ruled with 16 staves; scored for piano; 1 bracket connecting the piano 
grand staff; signed M Bertini | Paris 29 Janvier 1844 [Mr. Bertini | Paris January 29, 
1844].  The title Un petit rien (A little nothing) may be related to the Bagatelle genre.
Biographical information:
Henri Bertini was a French pianist, who at the age of twelve caught the eye of Fétis 
while touring England, Holland, Flanders, and Germany, eventually returning to Paris 
in 1821.  By 1848, he retired from playing and focused much of his energy on teaching.  
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Henri Berton (1767–1844) - “Le Pari, mélodie sur trois notes, sol, la, si”
Source information:
Pages 57–58, first page is a dedication; pre-ruled with 16 staves; scored for voice and 
piano; 2 brackets, 1 bracket for the piano grand staff and 1 to connect the two parts; 
signed H: M: Berton de l’Institut Royal de France, Paris 18 Janvier 1842 [H. M. Berton of the 
Royal Institute of France, Paris January 18, 1842].  The lyrics of the entry were excerpted 
from Joseph-Alexandre Ségur’s 1803 book Les femmes, leur condition et leur influence dans 
l’order social.   The lyrics come from a Romance titled Romance de L’Amandier (The 9
Almond Romance).10
O toi qui sept fois dois renaître Oh you who must be born
Avant que nos noeuds soient formés! Seven times before our knots are 
formed!
Arbre chéri, pour toi peut-être Beloved tree, for you we may 
Souvent nous serons alarmés! Often be alarmed!
A l’aspect du moindre nuage, At the sight of the smallest cloud,
Nous tremblerons pour ton destin; We will quiver for your destiny;
Nous croirons voir naître un orage We shall think that a storm is born
Même au milieu d’un jour serein. Even in the midst of a serene day.
Berton deviates from this text in line four, instead using: non coeur seront ils allarmés! [sic] 
Preceding the music on page 57 he inscribes a Gallic homily “À | Mes Jeune Elève" [to 
my young student]:
 Alexandre-Joseph-Pierre Ségur, Les femmes: leur condition et leur influence dans l'ordre social chez différents 9
peuples anciens et moderne (Paris: Treuttel et Wurtz, 1803).
 Ibid., 41–42.10
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Chers amis!  Écoutons les conseilles de Minerve; 
  Des pièges de l’orgueil, la sagesse préserve.
 Redressant le génie en ses fougueux écarts,
    La critique éclairée est le flambeau des arts!
  La médiocrité la fuit, et la redoute;
  Le mérite toujours la recherche et l’écoute.
Dear Friends!  Let us heed this advice of Minerva’s – 
From pride’s pitfalls may wisdom preserve us!
Setting genius to rights in its passionate flights,
Art’s virtuous path sage criticism lights.
Mediocrity flees it and indeed fears it;
An artist of worth always seeks it and hears it.  11
Biographical information:
Henri-Montan Berton is remembered today for his contribution to opera, but was also a 
violinist with the Paris Opéra.  Most of his operas were performed at the Opéra 
Comique, which is where his Les riggers de cloître (1790) premiered, now considered the 
first French rescue opera.   Early in the nineteenth century, he worked for various opera 12
houses until he was appointed as a composition teacher at the Conservatoire in 1818, 
holding the position until his death.  In 1826, he wrote the pamphlet De la musique 
mécanique in response to Rossini’s successes.  He was against any new developments in 
music, believing nothing new in music was possible.
 Translation by Bea Friedland from her article “Gustave Vogt’s Souvenir Album of Music Autographs: A 11
Beguiling Glimpse of Musical Paris in the 1840s,” Notes 31/2 (1974): 271. 
 Rescue operas featured a plot that required the rescue of a main character, ending with a happy 12
resolution and humanistic ideals triumphing.  These became popular during the French Revolution in 
France and Germany.  More about the emergence of this opera genre can be found in Patrick J. Smith, The 
Tenth Muse: A Historical Study of the Opera Libretto (New York: Knopf, 1970).
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Notes:
m. 12 vc: No slur on eighth notes.
m. 18 vc:  There is evidence of scratching on the G eighth note.
m. 18 vc: No slur on eighth notes.
m. 20 vc: No slur on eighth notes.
m. 38 vc:  There is evidence of scratching on the two eighth notes of beat 2. 
m. 38 vc: No slur on eighth notes. 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Anton Schindler (1796–1864) - [Excerpt from Beethoven’s Symphony No. 6]
Source information:
Page 59, pre-ruled with 16 staves; scored for oboe; no bracket; signed Cés jour de mon 
illustre ami Beethoven, comme tante d’autre | conserveront en moi jusque au dernier jour de ma 
vie le | souvenir du grant maitre d’Hautbois au Conservatoire | et de l’homme le plus aimable.  
C’est avec orgueil | que je me nomme son sincère ami et que je le prie | de me garder us son 
souvenir. | Paris, 15 mai 1842. [These tones by my illustrious friend Beethoven, like so 
many others, will preserve for me until the last day of my life in the memory of the 
Conservatoire’s great oboe master and most amiable gentleman.  It is with pride that I 
call myself his sincere friend and beseech him to cherish a good remembrance of me. 
Paris, May 15, 1842].  37
Biographical information:
Anton Schindler, known as the first Beethoven scholar, was passing through Paris in 
1841, and a year later, published essays titled Beethoven in Paris, detailing French 
opinions of Beethoven, a hot topic since Habeneck had brought the sounds of 
Beethoven’s symphonies to the Paris public only thirteen years prior.  Schindler was a 
musician, playing violin with a number of ensembles as well as directing music for a 
several organizations.  A lot of controversy surrounds his actual work with Beethoven, 
but it is believed he first met him in 1820 and became his private secretary.  In 1826, he 
 Translation by Bea Friedland from her article “Gustave Vogt’s Souvenir Album of Music Autographs: A 37
Beguiling Glimpse of Musical Paris in the 1840s.”
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took over much of Beethoven’s affairs, and in 1827, after Beethoven’s death, took his 
belongings, later selling many to the Königliche Bibliothek in Berlin.  In 1840, he 
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Laure Cinti-Damoreau (1801-1863) - “Point d’orgue (dans L’Ambassadrice)”
Source information:
Page 63, pre-ruled with 16 staves; scored for soprano and piano; Also on this page is 
Theodor Döhler’s entry; signed La D. Cinti | 13 mai 43 [L. D. Cinti | May 13, (18)43].  A 
published version of this point d’orgue appears in Cinti-Damoreau’s Méthod de Chant and 
was consulted.   The two differ in a few minor ways with some half notes written as 14
quarter notes, fermatas included or deleted and some of the melismas expanded or 
contracted.  The general shape and arc of the cadenza remains the same.   The entry 
features a point d’orgue (cadenza) from Auber’s L’Ambassadrice.15
Biographical information:
Laure Cinti-Damoreau was a soprano best known for creating many principal roles in 
Rossini and Auber’s operas.   She debuted with the Théatre-Italien in 1816 and with the 16
Paris Opéra in 1826, singing with them until 1835, then moving to the Opéra-Comique 
the following year.  Her entry in Vogt’s album was entered after this period.  At this 
time she had moved from the opera stage and begun touring Europe. 
 Laure Cinti-Damoreau, Classic Bel Canto Technique (Mineola, NY: Dover Publications, 1997).14
 This entry is curious for her to have used because she left the Opéra-Comique after Auber failed to give 15
her the leading role in Les diamonds de la couronne. 
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Theodor Döhler (1814–1856) - Untitled
Source information:
Page 63, pre-ruled with 16 staves; scored for piano; also on this page is Laure Cinti-
Damoreau’s entry; 1 bracket connecting the piano grand staff; signed Th. Döhler | Paris, 
1er. Mai, 1844 [Th. Döhler | Paris, May 1, 1844]. 
Biographical information:
Theodor Döhler was an Austrian pianist and composer, best known for his virtuosic 
playing that was near the level of Thalberg.  In 1829, he moved to Vienna to study with 
Czerny.  By 1836, he was touring as a virtuoso, appearing on the Société des Concerts du 
Conservatoire concert on April 13, 1838 to much acclaim.   From 1843 to 1845 he stayed 20
in St. Petersburg, married Princess Chermetey in 1846, and retired from playing.
 On this concert he played a piano solo he composed, although the program does not indicate the title of 20
the piece.
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Louis Spohr (1784–1859) - “Canon zu 2 Stimmen”
Source information:
Page 65, pre-ruled with 16 staves; scored for two voices; no bracket; signed Paris in 2den 
| Juli 1844 | für Herrn G. Vogt zu freund |licher Erinnerung von | Louis Spohr [Paris July 2, 
1844 | for Mr.  G. Vogt to pleasantly remember | Louis Spohr]. 
Biographical information: 
German violinist and composer Louis Spohr was held in the same high regard as 
Mozart, Haydn, and Beethoven.  At the age of five, he began studying violin and 
composition, and ten years later, attempted to go on his first tour, but failed and had to 
seek help from Duke Carl Wilhelm Ferdinand of Brunswick for patronage.  The Duke 
agreed to help further his studies, and by 1802, had engaged him to teach while on tour 
in St. Petersburg. He returned a year later a better performer and with his own 
compositions.  From 1805 to 1812, Spohr worked as a Konzertmeister in Gotha, 
developing his skills as a conductor and composer.  Immediately following this he 
began a series of concert tours, the 1815–1817 tour to Switzerland, Italy, and Germany, 
marked the first time he carried his Notenstammbuch with him, collecting musical 
entries.
From 1817 to 1819, he served as the opera director in Frankfurt.  He made his first 
trip to Paris in 1820, meeting Cherubini, and settling in Dresden the following year as 
he was offered the Kappelmeister position in Kassel, remaining there for the rest of his 
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life.  Throughout the 1820s he traveled as a conductor instead of as a violinist, securing 
his reputation in England and Germany.  In 1843 The Musical World called him “Spohr - 
the great Spohr - the immortal while yet living… the mighty master…”41
Notes:
m. 1-2:  The entry of the second voice is indicated by a Dal segno symbol on the barline, 
as shown below:
Text:
Wer das Scheiden hat erfunden, He who invented parting
hat an Freundschaft nie gedacht. Never considered friendship.
Denn sonst hätt’ er seine Stunden Otherwise he’d spent his hours
Mit was Bessern zugebracht. With something better.
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August Klengel (1783–1852) - “Canone infinito a 8 voci”
Source information:
Page 66, pre-ruled with 16 staves; scored for 8 voices; 1 bracket for the eight parts; 
signed Paris, 12 mai | 1846. Aug. Alex. Klengel [Paris, May 12, 1846 | Aug. Alex. Klengel].  
Custos are indicated on each staff. 
Biographical information: 
August Klengel was a German pianist, organist, and composer.  After studying with 
Clementi he made a successful tour to Russia in 1805, staying until 1811.  He then 
toured London, Paris, and Italy, and in 1817, was appointed organist at the Dresden 
Hofkapelle.  While there he wrote forty-eight canons and fugues, mostly for piano, with 
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Giacomo Meyerbeer (1791–1864) - “Capricietto”
Source information:
Page 67, pre-ruled with 16 staves; scored for piano; 1 bracket connecting the piano 
grand staff; signed 22 Xb 42 | Giacomo Meyerbeer [December 22, (18)42 | Giacomo 
Meyerbeer].
Biographical information:
Giacomo Meyerbeer was a German composer best known for his success as an opera 
composer. His operas were the most frequently performed throughout the world during 
the nineteenth century.  His first success was in 1824 with Il crociato in Egitto, but he 
became a celebrity in 1831 with the premiere of Robert le diable. In 1832, he began 
traveling back and forth between Berlin and Paris, as he had a position as a 
Kapellmeister and a contract with the Opéra, which produced Les Huguenots in 1836.  
This became not only Meyerbeer’s most successful opera, but one of the most successful 
operas of the nineteenth century.   30
Notes:
anacrusis: Marked out dotted quarter on C4 in piano left hand.
m. 1: Marked out barline in the middle of the measure. 
m. 3: No quintuplet indication.
m. 16: Repeat indication is Da Capo dal segno fin al fine. 
 Matthais Brzoska, "Meyerbeer: Robert Ie Diable and Les Huguenots." In The Cambridge Companion to 30
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Conradin Kreutzer (1780–1849) - “Romanze mauresque, Romanze auf Das Nachtlager 
[von Granada]”
Source information:
Pages 68–69, pre-ruled with 16 staves; scored for voice and piano; 1 bracket connecting 
the two parts; signed (on page 68) Conradin Kreutzer | Paris le 5 Fevrier | 1843 [Conradin 
Kreutzer | Paris February 5, 1843] and dedicated (on page 69) zum freundlichen 
Angedenken | und ihrem ganz ergebenen | Conradin Kreutzer [As a friendly 
commemoration | and respectfully yours | Conradin Kreutzer].  The excerpt comes 
from the Maurische Romanze (No. 15) of his opera Das Nachtlager von Granada sung by 
the soprano character Gabriele.  He modifies the vocal line slightly, adding the oboe solo 
at the end of the original excerpt into the vocal line.  The 1875 published piano/vocal 
score was consulted when editing this entry.   The piano accompaniment in the score is 28
not as full as in the Vogt album. 
Biographical information:
Conradin Kreutzer was a German composer and music director.  He began studying 
law, but after his father’s death, chose to pursue music, moving to Vienna in 1804, 
possibly working with Haydn.  He soon became Kapellmeister at various courts until 
the 1840s, when he accompanied his daughters on their concert tours.  Kreutzer’s entry 
 Conradin Kreutzer, Gustav Friedrich Kogel, Das Nachtlager von Granada (Leipzig: C. F. Peters, 1875).28
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is an excerpt for voice and piano from his opera Das Nachtlager von Granada, which 
premiered in 1834, securing his fame in Europe.
Notes:
m. 2 vc:  No slur in the published score.
m. 3-4 pno:  Staccatos on all eighth notes in the published score.
m. 4 vc:  No slur in the published score.
m. 7 vc:  The F# is only for the second verse in the published score.
m. 8 pno:  No accents in the published score. 
m. 8 pno RH:  Roll on beat two in the published score.
m. 9 vc:  Accent on the downbeat in the published score.
m. 10 vc: No grace note in the published score.
m. 11 vc:  Accent on the downbeat in the published score.
m. 12 vc:  The C4 and B4 are sixteenth note grace notes in the published score.
m. 13 pno:  Accent and no staccatos on beat two in the published score.
m. 14 pno:  Staccatos on all eighth notes in the published score.
m. 16 pno RH: There is a second rolled chord on beat two in the published score.
m. 17 pno RH:  Second beat is indicated by a repeat sign.
m. 17:  This repeated E figure is stretched over two measures and uses a different 
rhythm in the published score as shown below.
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m. 19-20 vc:  No slur in the published score.
m. 26 vc:  Accent on the second beat in the published score.
m. 28 vc:  Trill on the B in the published score.
m. 30 vc:  Accent on the second beat in the published score.
m. 31 vc:  The rhythm differs in the published score as shown below.
m. 34 vc:  Accent on the second beat in the published score.
m. 35 vc:  The grace notes are eighth notes in the published score.
m. 39 vc:  There is a slur from the first eighth note of the triplet to the second eighth note 
of the second triplet in the published score.
m. 39:  After this measure are two more measures in the published score as shown 
below: 

























































































Leise wehet, leise wallet Softly weep, softy heave
Rings der Thau; der Mond erbleicht; Ring of dew; the pale moon;
Sanft Alkanzors Lied erschallet, Gently grows Alkanzor’s song,
Wenn er zu dem Liebchen schleicht. When he sneaks to the sweetheart.
Und sie lauscht mit bangem Sehnen And she listens with anxious longing
Auf des Mohren Liebeslaut; On the lovely moor;
Es versiegen ihre Thränen, They weep their tears,
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Jean-François Le Sueur (1760-1837) - [Excerpt from La Mort d’Adam]
Source information:
Pages 70–71, pre-ruled with 20 staves; scored for 2 oboes, 2 bassoons, 2 horns, 2 violins, 
viola, 4 cello, bass, bass solo, and SATB choir; 1 bracket connecting all parts; signed Je 
certifie que ces deux pages da musique sont de la main de mon mari et de la composition | dans 
son opera d’adam (de la mort) paris ce 5 mars 1838 Adeline = Le Sueur | née Jamari de 
Courehamps [I guarantee that these two pages of music are from the hand of my 
husband and from the composition of his opera Adam (of his death) Paris  March 5, 
1838. Adeline Le Sueur née Jamari de Courehamps].  This page was pasted into the 
album.  Score is in concert pitch.  The published score was consulted while editing this 
excerpt.29
Biographical information:
Jean-François Le Sueur was one of the most prominent musicians during the 
Revolution.  His first prestige came with sacred music, being appointed in 1776 as a 
choirmaster of provincial choir schools.  At the start of the Revolution, he was one of the 
leading composers, writing grand motets for outdoor celebrations and in 1786 became 
choirmaster of Notre Dame in Paris.  At this same time, he took an interest in opera, 
with a successful debut in 1793.  In 1804, Napoléon appointed him as the director of the 
Tuileries Chapel, where he stayed until its cessation in 1830.  From 1818 to 1837 he 
 Jean-François Lesueur, Nicolas François Guillard, and Frederick Klopstock, Adam: tragédie lyrique-29
religieuse : en trois actes, suivie du Ciel (Paris: Frey, 1822).
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taught composition at the Conservatoire, teaching Hector Berlioz, Ambroise Thomas, and 
Charles Gounod.
Notes:
m. 6 bsn:  The held notes are whole notes.
m. 8 Adam: The downbeat is a dotted quarter.
m. 12 Selime: The slur is missing, but can be found in the published score.
Text: 
Chorus
Exauce, ô Dieu puissant, sa timide prière! Grant, o powerful God, his timid 
        prayer!
Adam
Que la vertu toujours accompagne vos pas! May virtue always accompany your 
steps!
Elle seule embellit la vie, She alone embellishes life,
Elle seule console au moment du trépas. She alone consoles at the moment of 
death.
Je vous bénis, ô mes enfans! I bless you, my children!
Chorus
O du ciel bienfait adoré! Oh heaven blessed adored!
Clémence, aux humains nécessaire! Forgiveness to the poor humans!
Adam
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Anonymous - “Pie Jesu”
Source information:
Pages 72–74, pre-ruled with 18 staves; scored for 2 tenors and bass; first page is a title 
page; the final page shares with Spontini’s entry; 1 line connects the three parts with the 
barlines going through the three voices; signed Paris 1831.  The original clefs were C4 
for the two tenor parts and F4 for the bass.  The title Pie Jesu only appears on the title 
page (pg. 72).
Notes:
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Gasparo Spontini (1774–1851) - [Incipit oratio Jeremiae Prophetae]
Source information:
Page 74, 18 printed staves, with some lengthened by Spontini; scored for 4 voices; 1 line 
connecting the three voices; signed Junio 1843 Pro amico meo Vogto scripsi Spontinus [June 
1843 For my friend Vogt written by Spontini].  The original clefs were C2, C3, C4, and 
F4.  The end of the Anonymous Pie Jesu is at the top of this entry. 
Biographical information:
Gasparo Spontini was an Italian composer, best known for his operas.  In 1793, he 
entered the Conservatorio della Pietà de Turchini in Naples and, in 1796, had his first work 
performed, an opera buffa.  In 1802, he moved to Paris, and began his career as a 
singing teacher.  Just two years later, he had his first opera success at the Théatre-Italien, 
and in 1807 became one of the leading composers in Paris for his La Vestale.  In 1810, that 
success helped make him the director of buffa at the Théatre de l’Impératrice.  This 
position only lasted ten years as he moved to Berlin in 1820 to be the 
Generalmusikdirektor.  Between 1842 and 1850, he spent a good deal of time in Paris 
and traveling beyond, finally moving back to his birthplace of Maiolati in 1850 to live 
out his final year.42
Notes:
m. 1–2 vc 1: Slur ending is ambiguous. 
 The town holds Spontini in such high esteem that they renamed it Maiolati Spontini.42
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m. 2–3 vc 2: Slur ending is ambiguous.
m. 8–9 vc 1: Slur ending is ambiguous.
m. 11 vc 4: Slur beginning ambiguous.
m. 12 vc 4: Slur ending is ambiguous.
m. 14 vc 3: Slur ending is ambiguous.
m. 14 vc 4: Slur ending is ambiguous.
Text: 
Incipit oratio Jeremiae Prophetae Here begins the prayer of the Prophet Jeremiah
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Camillo Sivori (1815–1894) - “Capricietto”
Source information:
Page 75, pre-ruled with 18 staves; scored for violin; no bracket; There is some bleeding 
on the bottom of the page from the opposite page; signed À Monsieur Vogt pour | 
souvenir | Camillo Sivori 27 Fevrier 1843 [To Mr. Vogt | to remember | Camillo Sivori | 
February 27, 1843].  In octave double stops only the bottom note has an accidental 
(where applicable). 
Biographical information:
Child prodigy Camillo Sivori was born in Italy and began studying violin with Restano 
and Paganini’s teacher Giacomo Costa (1760–1836) until 1822 when Paganini took over 
his education.  During this time, Paganini composed duets for Sivori to play while he 
accompanied him on guitar.  In 1827, at the age of twelve, he had his first successful 
concert, beginning a concert tour through Europe.  In 1836, he took a four-year break 
from touring to be the leader of Teatro Carlo Felice in Genoa, while also teaching at the 
Instituto di Musica.  In 1841, he went back to touring, giving nearly 900 concerts in only 
five years.  During that time he performed with the leading musicians of the day, such 
as Spohr, Artôt, Vieuxtemps, Thalberg, Döhler, Joachim, and Mendelssohn.  In 1843, he 
made such a great impression in Paris that he was awarded a special medal from the 
Conservatoire.  He continued touring through the 1840s, eventually taking a North and 
South American tour with pianist Henri Herz, later settling in Paris.
194
Notes:
m. 5: Tied note to C5 is ambiguous.
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Sigismond Thalberg (1812–1871) - “Canon”
Source information:
Page 76, pre-ruled with 18 staves; scored for 4 voices; 1 line connecting the four parts; 
signed S. Thalberg | Paris, 22 Avril 1842 [S. Thalberg | Paris, April 22, 1842]. 
Biographical information:
Sigismond Thalberg was a German virtuoso pianist, who went to Austria at the age of 
ten to study with Hummel.  By 1826, he was appearing as a salon pianist, and in 1830 he 
began an international career touring England, Germany, and France, while studying 
with Johann Peter Pixis (1788–1874) and Friedrich Kalkbrenner (1785–1849) in Paris and 
Ignaz Moscheles in London.  In just six years he had great success in Paris, which began 
a very public feud between him and Liszt.  The feud was ended on March 31, 1835 with 
the pair engaging in an “ivory duel” at the exiled Italian Princess Cristina de Begioiso’s 
home.  The reviews could not claim a winner as the two pianists were equals but with 
vastly different styles.43
 Paul Metzner, Crescendo of the Virtuoso: Spectacle, Skill, and Self-Promotion in Paris During the Age of 43
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Karl Schwencke (1797–1870) - Untitled
Source information:
Page 78, pre-ruled with 18 staves; scored for piano; 1 bracket connecting the piano 
grand staff; signed Paris, ça 1 Mars, 1843 Charles Schwencke [Paris, March 1, 1843 Charles 
Schwencke]. 
Biographical information:
Pianist and composer Karl Schwencke came from a very musical family, beginning his 
training with his father Christian Friedrich Gottlieb Schwencke (1767–1822).  At 
seventeen he embarked on a concert tour through Russia, Austria, Sweden, and 
France.   On February 12, 1843, his Symphony in D was performed at a Conservatoire 38
concert, just two weeks before his entry for Vogt.
 Christian Friedrich Gottlieb Schwencke was concertizing on piano by twelve, and later succeeded C. P. 38
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Georges Onslow (1784–1853) - Untitled
Source information:
Pages 79–80, pre-ruled with 18 staves; scored for oboe and piano; 1 bracket for the piano 
grand staff; signed G. Onslow | Mars 1843 [G. Onslow | March 1843]. 
Biographical information:
Georges Onslow was a French composer and pianist, who is generally known today for 
his contribution to chamber music, which was regularly played at salons.  He was 
fortunate enough to compose for his own enjoyment and not for a paycheck, which 
allowed him to avoid composing opera.  He began his musical training in Hamburg in 
1799, but completed his training in London with J. B. Cramer.  In 1808, Reicha reached 
out to him to teach composition at the Conservatoire.  In 1830, he became an honorary 
member of the London Philharmonic Society while at the same time his music began to 
be a regular at Conservatoire concerts.  Onslow’s career was fully established in 1842, 
when he succeeded Cherubini at the Académie des Beaux-Arts.  A year later he became a 
founding member of the Association des Artistes Musicians along with Berlioz, Auber, 
Meyerbeer, and Halévy.
Notes:
m. 25 pno: Something scratched out in beat 3 of right hand.
m. 33 pno: C5 eighth note scratched out on last eighth note of the measure.
m. 34 pno: Something scratched out on the last eighth note of the measure.
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m. 35 pno: Bb4 in the right hand is a quarter note.
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Adolphe Adam (1803–1856) - “Les yeux baissés”
Source information:
Page 81, pre-ruled with 18 staves; scored for voice and piano; 1 bracket for the piano 
grand staff and a line to connect the two parts; signed Ad. Adam avril 1843 [Ad. Adam 
April 1843].  Also on this page is an entry by Donizetti.  The 1868 published piano/
vocal score was consulted when editing this entry.   The indication of the voice part, 1
Simnel, is an addition from the printed score.  The written rhythm and the voicing of 
the chords differ between the manuscript and the published score.  Shown here is a 
sample of the piano rhythm and voicing of the chords in the published score:
Biographical information:
Adolphe Adam is best known today for his well-known Christmas song Cantique Noël 
(O Holy Night).  He made his living playing organ, while also writing operas and ballets.  
He completed the opera, Lambert Simnel, posthumously for his friend Hippolyte 
Monpou.  On September 14, 1843 the opera was premiered at the Opéra-Comique, and 
this is where his entry Les jeux baissés (No. 3) originates.  The entry comes just five 
months before the premiere of the opera.
 Hippolyte Monpou, Eugène Scribe, Mélesville, and Adolphe Adam, Lambert Simnel: opéra comique en 3 1
actes (Paris: E. Gérard, 1868).
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Notes:
m. 1: The published score indicates a tempo of ?= 80.
m. 2-3 pno: These measures have been written out.
m. 5 vc: There is a slur from Eb to C in the published score.
m. 7-8 pno: The notes in the right hand differs from the published score.  Shown here is 
the published score: 
m. 8 vc: This rhythm differs from the published score.  Additionally two grace notes 
appear before beat 3.  Shown here is the published score:              
Text:
Les yeux baissés, timide et belle Downcast eyes, shy and beautiful
ma fiancée est à mon bras. my fiancee is on my arm.2
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Gaetano Donizetti (1797–1848) - “Io soffrirò tacendo”
Source information:
Page 81, pre-ruled with 18 staves; scored for voice and piano; 1 bracket connecting the 
two parts; signed Paris Donizetti 1843 [Paris Donizetti 1843].  Also on this page is 
Adolphe Adam’s entry. The four flats in the key signature are not standard and the time 
signature is missing, as shown below:
Biographical information: 
Gaetano Donizetti was an an Italian composer, who along with Rossini and Bellini, was 
known as one of the leading composers of bel canto opera in the nineteenth century.  In 
his lifetime he wrote over seventy operas and by 1840 was traveling between Paris, 
Milan, Vienna, and Naples to premiere his operas.  In Naples, he had fifty-one of his 
operas produced at the Teatro di San Carlo from 1822 to 1844.  His first notable success 
came with his opera Zoraida di Granata in 1822, soon followed in 1830 with Anna Bolena, 
which gave him international acclaim.  He soon chose to move his activities to Paris 
because of the freedom of subject matter.  One of his final operas to be premiered during 
his lifetime was Maria di Rohan, which was first premiered in Vienna on June 5, 1843.  
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He traveled back to Paris in July and quickly revised the score for its Paris premiere at 
the Théâtre-Italien on November 14.  In 1843 he became severely ill with symptoms of 
syphilis, including the central nervous system, but continued to work between Paris, 
Vienna, and Italy, however by 1846 he was admitted to an institution for the mentally 
ill, and eventually moved back to his hometown of Bergamo. 
Notes:
m 2 vc: The pitch of the second quarter note is unclear.
m 2 pno LH: The flat is unclear.
m 2 pno RH: The second eighth note and third are unclear.  The measure appears to 
have an extra eighth note.
Text:
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Ambroise Thomas (1811–1896) - “(Le guérillero: Entr’acte)”
Source information:
Page 82, pre-ruled with 18 staves; scored for oboe and piano; 1 bracket connecting the 
two parts; signed Souvenir d’amitié à Monsieur Vogt | Ambroise Thomas |21 Septembre 
1843 [Souvenir of friendship to Mr. Vogt | Ambroise Thomas |  September 21, 1843]. 
The entry is an excerpt from the Entr'acte (No. 6) of Le guérillero.  The published score 
was consulted while making this edition.44
Biographical information:
Ambroise Thomas was a French composer most known for his operas and serving as 
the director of the Conservatoire following Auber’s death in 1871.  He began studying 
piano with Pierre-Joseph-Guillaume Zimmerman (1785–1853) at the Conservatoire in 
1828.  In 1832 he won the Prix de Rome, remaining in Italy until 1835, when he returned 
to Paris to see eight of his operas performed between 1837 and 1843.  On June 22, 1843 
his opera Le guérillero premiered at the Paris Opéra, just a few months before his entry 
in Vogt’s album.
Notes:
m. 28: The A-flat 4 is a G-flat 4.
m. 28: The A-flat 3 is a A3.
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Narcisse Girard (1797–1860) - Untitled
Source information:
Pages 83–84, pre-ruled with 18 staves; scored for oboe and piano; a double line is found 
at the beginning connecting the piano grand staff and is also found at the beginning of 
the oboe staff; signed ce 16 avril 1843 | N. Girard [This April 16, 1843 | N. Girard].  
Measures with repeat signs indicated have been written out. 
Biographical information:
Narcisse Girard is best known as a conductor, having conducted the premiere of 
Berlioz’s Harold in Italy (1834) and Chopin’s funeral service in 1849.  He studied violin at 
the Conservatoire and won the Premiere Prix in 1820.  Throughout his career he would 
serve as the conductor of the Opéra-Italien, Opéra Comique, Paris Opéra and as the 
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Louis Clapisson (1808–1866) - “Pastorale”
Source information:
Pages 85–86, pre-ruled with 18 staves; scored for English horn and piano; 1 bracket 
connecting the English horn and piano staves; signed À son ami Vogt | L. Clapisson| 
Paris le 12 Septembre [To his friend Vogt | L. Clapisson | Paris September 12, 1843].  The 
original clef for the English horn was the C2 clef.   Staccatos appear throughout the 17
piano part. 
Biographical information:
Louis Clapisson was a violinist whose first position was with the Théatre-Italien and 
who then moved to the Paris Opéra in 1832.  In 1854, he succeeded Halévy at the 
Académie des Beaux-Arts.  Towards the end of his life he joined the Conservatoire faculty 
as a harmony professor.   
Notes:
m. 3–4 pno: End of slur in right hand is ambiguous.
m. 4–5 pno: Beginning of the right hand slur is ambiguous.
m. 7–9 eh: Beginning of slur is unclear.
m. 8-10 pno: Beginning of slur in left hand is ambiguous.
m. 12–13 pno:  Beginning of slurs are ambiguous.
 The use of the C2 clef was a standard way to notate English horn, as the composer would use the 17
transposed key that the English horn would read and expect them to read it in a G2 clef.  This practice 
allowed the pianist to read concert pitch, as reading the part in C2 clef and the key signature of the piano, 
would show concert pitch.  
218
m. 19–20 eh: Slur between half note E on beat one to E on beat two.
m. 26–29 eh:  End of the slur is ambiguous.






























œ Jœ œ Jœ
..˙!˙
œ Jœ œ Jœ
..˙!˙















œ Jœ œ jœ
...œœœ!
...œœœ!
œ Jœ œ jœ
...œœœ!
...œœœn !
œ jœ œ jœ


















œœn œœ .œ .œ
œ
œ
œ œ œ œœ œœ
œ Jœ œ jœ
œn œœ œœ œ œœ œœ
œ Jœ œ jœ
œn œœ œœ œ œœ œœ
œœ jœœ œœ jœœn










Félicien David (1810–1876) - Untitled
Source information:
Page 87, pre-ruled 18 staves; scored for piano; 1 bracket connecting the piano grand 
staff; signed pour Monsieur Vogt | Felicien David | Paris 18 avril 1846 [for Mr. Vogt | 
Felicien David | Paris April 18, 1846]. 
Biographical information:
Félicien David, orphaned at age five, convinced Cherubini to accept him into the 
Conservatoire, only to leave a year later in 1831 to follow the Saint-Simonian 
movement.   David eventually traveled to the Middle East, staying in Cairo for nearly 18
two years, returning to Paris in 1835.  This trip inspired him to write Le désert (1844), 
which became his biggest success, even being acknowledged by Maurice Bourges in the 
Revue et gazette musicale, saying “Make way, I repeat, and clear a wide and magnificent 
place, because a great composer has been born amongst us.”   A series of works on 19
eastern subjects followed.  In 1845, he toured Germany and Austria, meeting 
Mendelssohn and Meyerbeer.  The following year on March 28th, just two weeks before 
his entry for Vogt, his opera Moïse au Sinaï premiered at the Paris Opéra.
 The Saint-Simonian movement was a French political movement at the beginning of the nineteenth 18
century inspired by Claude Henri de Rouvroy, comte Saint-Simon (1760–1825).




m. 19: Bass clef indication is missing in the left hand.
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Charles Gounod (1818–1893) - [Chanson du Roi de Thulé from Faust]
Source information:
Page 88, pre-ruled with 18 staves; scored for voice and piano; 2 brackets, 1 for the piano 
grand staff and the other for the voice part; signed Ch. Gounod.  The entry is a four-
measure Faust excerpt from the Chanson du Roi de Thulé sung by Margarete.   The text 23
translates to “He was the king of Thule.  Which, were faithful up to the grave.”24
Biographical information:
Charles Gounod studied at the Conservatoire with Halévy and Zimmerman and won the 
Prix de Rome in 1839 for a cantata.  Much of his early work was religious, and in 1846, he 
nearly joined the priesthood, but decided to return to composition.  He would return to 
religious composition towards the end of his life, as in 1869 he wrote his Ponitifical 
Anthem, which eventually would become the national anthem of Vatican City.  His first 
opera (Sapho) was a failure in 1851, but with the encouragement of Pauline Viardot he 
continued working, and in 1859 found his first success with Faust.  In the 1870s, Gounod 
lived in England and became the first conductor of the Royal Choral Society.
 Charles Gounod, Jules Barbier, Michel Carré, Léo Delibes, and Émile Périer, Faust opéra en 5 actes (Paris: 23
Choudens père et fils, n.d), 84.
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Pauline (Garcia) Viardot (1821–1910) - Untitled
Source information:
Page 89, pre-ruled with 18 staves; scored for oboe and piano: 1 bracket connecting the 
two parts; signed Pauline Viardot | Paris 12 Avril 1842 [Pauline Viardot | Paris April 12, 
1842]. 
Biographical information:
Pauline (Garcia) Viardot was the daughter of the famed Spanish singer and teacher 
Manuel Garcia (1775–1832) and sister to Manuel Garcia (1805–1906), who is credited 
with inventing the first laryngoscope.  Although coming from a well-known family, 
Viardot was famous in her own right.  She studied piano with M. Meysenburg and 
Franz Liszt and composition with Anton Reicha, but it was not until her sister’s death in 
1836 that she focused on singing.  A year later, she debuted with violinist (and brother-
in-law) Charles de Bériot and began her first concert tour.  It was common to see her 
accompanying herself while singing songs that she had composed.  She also sang on the 
operatic stage, debuting at the Théatre-Italien in 1839 in Rossini’s Otello.  She retired 
from singing in 1863 and moved to Baden-Baden, opening up an opera house to feature 
her students.  Her character and musicality were so masterful, it is said that she 




m. 7 ob: Ambiguous slur hanging over the bracket.
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Daniel Auber (1782–1871) - Untitled
Source information:
Page 90, pre-ruled with 18 staves; scored for piano; double line connecting the grand 
staff; signed Auber | Paris 14 Fevrier 1843 [Auber | February 14, 1843].  This entry was 
used at least two other times, once in Jean-Pierre Dantan’s album in 1835 and the other 
in Beauchesne’s album in 1836.4
Biographical information:
Daniel Auber is known today as an opera composer, most notably for his 1856 
masterpiece Manon Lescaut, based on same story of Puccini’s first successful opera of the 
same name from 1893.  He studied at the Conservatoire with Cherubini and suffered 
through a few failed operas before his first success in 1820 with La Bergère Châtelaine.  
Upon the passing of Cherubini in 1842, Auber succeeded him as the director of the 
Conservatoire at the wish of King Louis-Philippe I. 
Notes:
m. 52–57 pno: Repeat of previous measure indicated in left hand.
 There are two other entries that Auber used multiple times.  The first appears in Vény’s album in 1841 4
and then again in Le Couppey’s in 1846.  The other appears in Arnault’s album in 1851 and then in 
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Émile Prudent (1817–1863) - Untitled
Source information:
Page 92, pre-ruled with 18 staves; scored for piano; double line connecting the piano 
grand staff; signed Paris 1er mai 1843 Emile Prudent [Paris May 1, 1843 Emile Prudent]. 
Biographical information:
French pianist and composer Émile Prudent, was adopted as a young child by a piano 
teacher, and at the age of ten entered the Conservatoire, winning the Premiere Prix for 
piano in 1833.  He had his first successful public performance in March 1842, which he 
shared with the virtuoso Thalberg.  This concert launched his career and he began to 
make multiple concert tours.
Notes:
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Johann Peter Pixis (1788–1874) - Untitled
Source information:
Pages 95–96, pre-ruled with 18 staves; scored for piano; 1 bracket connecting the piano 
grand staff; signed Offert a son aimable | et célèbre ami, Monsieur | Vogt par J. P. Pixis | 
Paris ce 25 Dec. 1843 [Offered to my kind | and famous friend, Mr. | Vogt  by J. P. Pixis| 
Paris December 25, 1843]. 
Biographical information:
Johann Peter Pixis was a pianist and composer, first becoming famous through a concert 
tour he took with his violinist brother Friedrich Wilhelm Pixis (1785–1842) in 1797.  In 
1807, he began performing his own compositions and a year later joined his family in 
Vienna, studying with Johann Georg Albrechtsberger (1736–1809), and also meeting 
Beethoven, Meyerbeer, and Schubert.  In 1824, after he received a good reception in 
Paris he moved there, and met all the great musicians of the time.  He soon found 
himself regarded as one of the best virtuosi and teachers.  By 1834, his virtuoso career 
was coming to an end and began to devote himself to the career of his adopted 
daughter Francilla and later the career of his nephew Theodor.35
Notes:
m. 26: Tied E-flat on beat 3 is missing a dot.
 Francilla Pixis (1816–1888) was a contralto who sang throughout Europe.  Pixis wrote his operetta Die 35
Sprache des Herzens for her.  Theodor Pixis (1831–1856) was a violinist who studied with Vieuxtemps and 
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Édouard Wolff (1816–1880) - “Extrait d’Etude”
Source information:
Page 97, pre-ruled with 18 staves; scored for piano; 1 line connecting the piano grand 
staff; signed Paris 14 Aout 1843 | A Monsieur Vogt | par | Edward Wolff [Paris August 14, 
1843 | to Mr. Vogt | by | Edward Wolff]. 
Biographical information:
Édouard Wolff, a Polish pianist and composer, studied at the Warsaw Conservatory 
before moving to Vienna in 1828 to study with Wilhelm Würfel (1790–1832).  Following 
his debut in Vienna, he went to Paris in 1835, appearing frequently in artist run salons, 
collaborating with many of the famous musicians of the time, including Bériot and 
Vieuxtemps.  In the 1860s, he would tour Europe first as a soloist and then as a member 
of the Ulman Ensemble, of which Vieuxtemps was also a member.
Notes:
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Henri Vieuxtemps (1820–1881) - Untitled
Source information: 
Page 98, pre-ruled with 18 staves; scored for treble solo instrument and piano; 1 bracket 
connecting the piano grand staff and a line connecting the two parts, with the barlines 
running between the two parts ; solo instrument not indicated; signed A Monsieur Vogt 
par | Paris 14 Aout 1843 | Vieuxtemps [To Mr. Vogt by | Paris August 14, 1843 | 
Vieuxtemps].  There is bleeding visible from the other side of the page. 
Biographical information:
Henri Vieuxtemps was another great violin virtuoso from Belgium, who had his debut 
at age six playing the Rode concerto with the Verviers Orchestra.  In 1828, he moved to 
Paris to study with Bériot who put together a successful Paris debut concert for 
Vieuxtemps.  In 1833, he began touring, first in Germany where he met Spohr and 
Schumann, then made his London debut in 1834.  In 1838 and 1840, he visited Russia 
and then in 1844, went to the United States with Thalberg.  After the United States tour, 
he turned his focus to teaching, first in St. Petersburg, guiding the Russian school and 
then at the Brussels Conservatory. 
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François-Antoine Habeneck (1781–1849) - “Enigme pour le violon”
Source information:
Page 99, pre-ruled with 18 staves; scored for violin; no bracket; signed Enigma pour le 
violon fait pour son brave et digne ami | Vogt paris le 30 novembre 1843 habeneck [Enigma for 
violin made for his good and worthy friend | Vogt Paris November 30, 1843]. 
Biographical information:
François-Antoine Habeneck was a violinist and conductor best known for the creation 
of the Société des Concerts du Conservatoire and in turn bringing Beethoven’s symphonies 
to France.  Habeneck began his education with Baillot at the Conservatoire and won the 
Premiere Prix in 1804.  Following that he played with the orchestra at the Opéra 
Comique and then moved to the Paris Opéra, succeeding principal violinist R. Kreutzer 
in 1817.  From 1821 to 1824, he served as director of the Opéra and then 1824 to 1831, as 
premier chef along with Henri Valentino (1785–1865), taking it over in 1831 until his 
death.  During that time, he conducted the premiers of Rossini’s Guillaume Tell and 
Meyerbeer’s Robert le diable and Les Hugenots, as well as works by Halévy and Berlioz.  
He was known for his conducting style of using his bow while reading from the first 
violin part.
Notes:
m. 7: Indicates 8va. 
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m. 7: The loco indication is missing. 
m. 11:  The B3 is a half note.
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Hippolyte Chelard (1789-1861) - “Scène de la Somnambule de l’opéra de Macbeth”
Source information:
Page 100, pre-ruled with 18 staves; scored for English horn and piano; 2 brackets, 1 for 
the English horn and the second for the piano grand staff; signed Paris ce 30 janvier 1848, 
après 18 and d’absence | et de constant amitié pour le digne Vogt, | A. H. Chelard [Paris 
January 30, 1848, after 18 years of absence | and of steadfast friendship for the dignified 
Vogt | A. H. Chelard].  The English horn part is taken from Lady Macbeth’s solo in the 
sleepwalking scene.
Biographical information:
André-Jean-Baptiste Chelard was a composer, who spent much of his life as a teacher 
and orchestral violinist after his opera career failed.  His only opera to have any success 
was Macbeth, first premiering at the Paris Opéra in 1837 as a failure, but it was later 
received well in Germany.  In 1840 he accepted an appointment as Kapellmeister in 
Weimar, succeeding Johann Nepomuk Hummel (1778–1837).  This led to a rivalry with 
Franz Liszt, who in 1842 was appointed to the same court as Kapellmeister 
Extraordinary. 
Notes:
m. 1–10 pno: The piano part appears in the bottom staff of the grand staff.
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Jacob Rosenhain (1813–1894) - Untitled
Source information:
Page 101, pre-ruled with 18 staves; scored for piano; 1 bracket connecting the piano 
grand staff; signed Offert à Monsieur Vogt | Paris Sept 1843 Jacques Rosenhain [Offered to 
Mr. Vogt | Paris Sept. 1843 Jacques Rosenhain]. 
Biographical information:
German pianist and composer Jacob Rosenhain studied with Jakob Schmitt (1803–1853), 
Jan Kalliwoda (1801–1866), and Franz Schnyder von Wertnesse (1786–1868), making his 
debut in Frankfurt in 1832.  He then traveled to London and Paris in 1837, and settled in 
Paris and where he became well-known through chamber music evenings with violinist 
Delphin Alard(1815–1888).  In 1843, he founded a piano school with Cramer, publishing 
a method book together.
Notes:
m. 4: Beginning of right hand slur is ambiguous.
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Gilbert Duprez (1806–1896) - “Vocalise”
Source information:
Page 104, pre-ruled with 18 staves; scored for voice and piano; 2 brackets, 1 connecting 
the two parts and the other connecting the piano grand staff; signed A Monsieur Vogt. | 
Paris le 22. mars 1846 G. Duprez [To Mr. Vogt | Paris March 22, 1846 G. Duprez].  The 
repeated figures in the piano right hand have been written out.  At the end of the voice 
line there are multiple crossed figures. 
Biographical information:
Gilbert Duprez was a French tenor known as the first tenor to sing high C in this chest 
voice.  In 1837, he made his Opéra debut in Rossini’s Guillaume Tell, and went on to 
create leading roles for Halévy, Berlioz, Auber, and Verdi, later becoming an 
international sensation, singing in London and Germany.  From 1842 to 1850, he was a 
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Anton Bohrer (1783–1852) - “Nocturne”
Source information:
Pages 109–110, pre-ruled with 18 staves; scored for oboe and piano; 1 bracket between 
the two parts; signed Souvenir d’estime et d’atmitié sincere | pour M Vogt, par son Ami | A. 
Bohrer | Paris ce 21 fevrier | 1845 [Souvenir of esteem and sincere friendship | for Mr. 
Vogt, by his friend | A. Bohrer | Paris February 21, 1845]. 
Biographical information:
German violinist Anton Bohrer spent much of his time in the Munich court.  In 1830 and 
1831, he presented a concert series in Paris with his cellist brother and was one of the 
first to present Beethoven quartets in Paris.
Notes:
m. 1–2 pno: Piano right hand is missing a sharp on F4. 
m. 2 pno: Piano right hand beats 2 and 4 have been scratched out.
m. 15 pno: cresc. is indicated on beat 4.
m. 17 pno: Piano left hand is missing a flat on E2.
m. 19 ob: Final note is a Gb.
m. 26 pno: Piano left hand is missing a flat on E2.
m. 27 pno: Something is scratched out on beat three in right hand.
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Alexander Dreyschock (1818–1869) - “Fugue à trois voix”
Source information:
Page 113, pre-ruled with 18 staves; scored for 3 voices;  1 bracket connecting the two 
staves; signed Paris le 21 mars 1843 | En souvenir pour Monsieur Vogt | de la part d’Alex. 
Dreyschock [Paris March 21, 1843 | As a souvenir for Mr. Vogt | from Alex. Dreyschock].  
Each voice has been given its own staff. 
Biographical information:
Alexander Dreyschock was a virtuoso pianist who began his training in Prague in 1833, 
studying piano as well as composition with Tomásek.  Just five years later, he embarked 
on a series of tours through Europe, beginning in Germany and later moving through 
Russia between 1840 and 1842.  In 1843, he played concerts in London and Paris, which 
can explain the entry in Vogt’s album.  He next toured the Netherlands, Austria, 
Hungry in 1846 and in 1849 Denmark and Sweden.  In the final years of his life, he was 
on the faculty at the St. Petersburg Conservatory and director of the Imperial School for 
Theatrical music.
Notes:
m. 29-31: Evidence of scratching notes away in all parts.  
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Joseph Artôt (1815–1845) - Untitled
Source information:
Page 116, pre-ruled with 18 staves; scored for oboe and piano; 1 bracket joining all three 
staves; signed a son ami Vogt | J Artôt | 22 mars 1843 [to his friend Vogt | J. Artôt | 
March 22, 1843]. 
Biographical information:
 Belgian violinist Joseph Alexandre Artôt studied at the Conservatoire with Rudolph and 
Auguste Kreutzer and won the Premiere Prix in 1828 at the age of thirteen.  A major 
virtuoso in Europe, Artôt was one of the first violin virtuosos to visit America, sharing 
the stage with Cinti-Damoreau in 1843.  His entry, most likely came just before they left 
on their journey to America.  Vogt and Artôt were good friends as they concertized 
together four years prior in 1839.
Notes:
m. 1–2 pno:  Tie is missing on the D2.
m. 2–3 pno:  Both slurs in the piano are faint.
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Ignaz Moscheles (1794–1870) - “Chant du gondolier”
Source information:
Pages 119–120, pre-ruled with 18 staves; scored for piano; 1 bracket connecting the 
piano grand staff; signed à son ami Vogt | I. Moscheles | Paris 30 Octob 1843 [to his friend 
Vogt | I. Moscheles | Paris October 30, 1843].  The repeated measures have been written 
out in this edition. 
Biographical information:
Ignaz Moscheles was a Bohemian virtuoso pianist.  At the age of ten, he studied with 
the director of the Prague Conservatory, later moving to Vienna in 1808 to get to know 
Beethoven.  In 1815, he began touring as a recitalist through Germany, Paris, London 
and Prague.  While concertizing in London, he was hailed as an equal by Clementi and 
Cramer.
In 1824, he met Felix Mendelssohn (1809–1847) and began to teach and shape his 
career, hosting him in 1829 and 1832 in London.  This friendship would last all of 
Mendelssohn’s life as he later brought his teacher to join the Leipzig Conservatory, a 
school Mendelssohn founded in 1846.  In the 1830s, Moscheles spent much of his time 
touring Britain and continental Europe, establishing a series of classical chamber 
concerts he called “historical soirées.”  In 1839, he had the opportunity to play his 
Grand Sonate with Chopin for the royal family in Paris.31
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François Benoist (1794–1878) - “Kyrie”
Source information:
Pages 121–122 and 125, pre-ruled with 18 staves; scored for choir (STTB), ophicleide, 
and organ; two brackets, one for the choir and a second for the organ, all parts are 
connected by a double line;  The original clefs were C1 and C4; signed à son ami Vogt | F. 
Benoist | Paris, 20 avril, 1845 [to his friend Vogt | F. Benoist | Paris, April 20, 1845].  At 
the top of the first page he writes à quatre parties en choeur | avec accompagnement d’orgue 
et d’ophicleide | (extrait d’une Messe de Requiem éxécutée à la chapelle Royale de Dieux | pour 
le servir de Duc D’orléans) [Four-part choir | with accompaniment of organ and 
ophicleide | (Extracted from a Requiem Mass at the Chapelle Royale de Dieux for the 
[funeral] service of the Duke of Orléans)].  At the bottom of page 122 of the manuscript 5
he writes tournez deux feuillets (turn two pages) to indicate that two pages must be 
turned to find the last page of the entry on page 125. 
Biographical information:
Benoist studied piano with Louis Adam at the Conservatoire and won the Prix de Rome in 
1815 for his Cantata Oenone.  In 1819, he began teaching organ at the Conservatoire and 
remained there until the final year of his life, teaching Caesar Franck, Camille Saint-
Saëns, Georges Bizet, Léo Delibes, and his teacher’s son Adolphe Adam.  In 1840, he 
 This funeral service was most likely held on July 16, 1842 for Ferdinand Philippe (1810–1842), eldest son 5
of King Louis-Philippe I (1773–1830).  He passed away unexpectedly from sustaining a head injury when 
his open carriage flipped over.
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became the chef du chant at the Paris Opéra, and took on the task of revising the 
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Auguste Franchomme (1808–1884) - Untitled
Source information: 
Pages 123–124, pre-ruled with 18 staves; scored for cello and piano; 1 bracket to connect 
the piano grand staff, the barlines are connected between the three staves; signed Augte 
Franchomme | à son bon ami | Monsieur Vogt | Paris 5 octobre 1843 [August Franchomme 
| to his good friend | Mr. Vogt | Paris October 5, 1843].  The repeated dotted quarter 
notes throughout the piano part have been written out. 
Biographical information:
Auguste Franchomme, the most celebrated cellist of the time, studied at the 
Conservatoire, and at age twenty became solo cellist of the Saint-Chapelle.  Like Vogt, he 
was a founding member of the Société des Concerts du Conservatoire, where he was 
featured as a composer nine times between 1829 and 1842.  In 1833, he collaborated with 
Chopin to write a Grand Duo on themes of Meyerbeer.  By 1846, Franchomme joined 
the Conservatoire faculty, teaching there until the end of his life.  Vogt and Franchomme 
certainly knew each other very well, being a part of the same ensemble and performing 
together in chamber concerts.  In 1840, they gave a concert for King Louis-Philippe I in 
Saint-Cloud.
Notes:
m. 11 vcl: Grace note is in the tenor clef.
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François Servais (1807-1866) - “Etude pour le Violoncello”
Source information:
Page 128, pre-ruled with 18 staves; scored for cello; no bracket; signed Souvenir d’amitié 
offert a Mr. Vogt | par son admirateur | Servais | Paris le 8 Janvier 1847 [Souvenir of 
friendship offered to Mr. Vogt | by his admirer | Servais | Paris January 8, 1847].  His 
entry in Vogt’s album is an etude for solo cello, and resembles the second etude in his 
Six Caprices for solo cello, Op. 11, published four years later.39
Biographical information:
François Servais was a cellist and composer.  He studied at the Brussels Conservatory 
with J. J. Patel, winning first prize almost immediately, and then in 1829 began assisting 
his teacher.  In 1832, he had his first major success in Paris, followed by tours of London 
and Russia.  In 1848, he officially replaced his teacher at the Brussels Conservatory, 
becoming full professor of cello.  He was one of the most influential cellists of the time 
and is the first cellist to adopt playing with an endpin because his Stradivarius cello was 
so big he needed the support.40
 Adrien-François Servais, and Hugo Becker, Six caprices, op. 11 (Mainz: B. Schott's Söhne, 1850).39
 This instrument bears Servais’ name and is currently owned by the Smithsonian Institution’s National 40
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Hector Berlioz (1803–1869) - [Excerpt from Roméo et Juliette]
Source information:
Pages 137–138, pre-ruled with 18 staves; scored for oboe and cello; 1 bracket between 
the two voices; signed Solo de Hautbois | dans la Fête de Romeo et Juliette | symphonie avec 
choeur | Pour l’album de | Mr. Vogt |M. Berlioz [Oboe solo | in the Party of Romeo et 
Juliette | symphony with chorus | For the album of | Mr. Vogt | Mr. Berlioz].  The 
repeat figures used throughout in the cello have been written out.  The published score 
was consulted while creating this edition.  The tempo marking in the published score is 7
marked?= 58.
Biographical information:
Hector Berlioz was arguably one of the most influential people in Paris at the time this 
album was created.  In 1826, he began studying at the Conservatoire and won the Prix de 
Rome in 1830, the same year that he premiered his Symphonie Fantastique and met Franz 
Liszt.  Before all of this, in 1822, Berlioz first heard Vogt play what he described as his 
most memorable musical moment of his first year in Paris.   In 1839, after being inspired 8
by hearing Beethoven at the Société des Concerts du Conservatoire, Berlioz premiered his 
 Hector Berlioz, Roméo et Juliette, Symphonie dramatique avec choeurs, solos de chant et prologue en récitatif 7
choral Op. 17 (Paris: c. Joubert, n.d), 36-38.
 Hector Berlioz, Rachel Scott Russell Holmes, Eleanor Holmes, and Ernest Newman, Memoirs of Hector 8
Berlioz, from 1803 to 1865, Comprising His Travels in Germany, Italy, Russia, and England (New York, NY: 
Dover Publications, 1966), 21–22.
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Roméo et Juliette.  Like Beethoven’s Ninth Symphony, this work was a large scale choral 
symphony.
Notes:
m. 9 ob: Decrescendo in the published score beginning in the middle of the measure.
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Carlo Evasio Soliva (1792–1853) - “I giornalisti, canone dialogizzato in 2 cori”
Source information:
Pages 149–161, pre-ruled with 12 printed staves; scored for 2 choirs (SATB) and organ; 2 
brackets, 1 for each choir; signed à Mons. Gustave Vogt, | Souvenir d’estime et | d’amitié | 
par C. Soliva [to Mr. Gustave Vogt, | souvenir of esteem and | friendship | by C. Soliva].  
The original clefs were C2, C3, C4, and F4. 
Biographical information:
Carlo Evasio Soliva was a Swiss and Italian composer who studied at the Milan 
Conservatory.  By 1815, he was the conductor at La Scala, where his operas were being 
produced.  In the coming years he moved to Warsaw to teach and then to St. Petersburg, 
finally settling in Paris in 1841, where he became friends with Frédéric Chopin and 
Georges Sand.
Notes:
m. 8 org: Figure on the downbeat was 6.
m. 10-11 org: Evidence of scratching out notes.
m. 13 org: Figure on beat three has a natural sign before the 6.
m. 26 org:  Figure on beat three has a natural sign before the 6.
m. 28 org: Figures on beat two and three have slashes.
m. 37 org: Figure on beat three has a slash.
m. 39: Figure on beat four is +4.
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m. 42 org: Figure on beat four is +4.
Text: 
Dare e tor quel che non s’ha, To give and return what one does not possess,
É una nuova abilita! Is a new skill!
Chi da’ fama? Who gives fame?
I giornalisti. Journalists.
Chi diffama? Who defames?
I giornalisti. Journalists.
Chi s’infama? Who disgraces?
I giornalisiti. Journalists.
Ma chi sfama But who feeds
I giornalisti? the journalists?
Gli oziosi, ignoranti, invidi, tristi. The lazy, ignorant, envious, and sad.
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Joseph Napoléon Ney (1803–1857) - “Die Wetterfahne”
Source information:
Pages 164–165, pre-ruled with 12 staves; scored for 2 tenors and 2 basses; 1 bracket for 
the four parts; signed Le Prince de la Moskowa | mai 1844 [The Prince of Moscow | May 
1844]. The original clefs for the two tenor parts were the C4 clef. 
Biographical information:
Joseph Napoléon Ney, Prince de la Moskowa was a French statesman, scholar and 
composer.  He studied with Vogt privately because he was of noble birth and it was not 
acceptable for noblemen to publicly attend school.  In 1824, he joined the army of 
Sweden and is where he would serve much of his life, obtaining the rank of brigadier 
general before being retired in 1853.  In 1843, he founded the Société des concerts des 
Musique Vocale Religieuse et Classique, which focused on sixteenth century repertoire of 
the Sistine Chapel.  Because Ney was an aristocrat, the choirs he formed consisted of 
other aristocrats.32
Notes: 
m. 3 B2: The dot is missing on the half note.
m. 6: Text is schönes.
m. 17 B1: Rhythm matches the T1 voice. 
 Katherine Ellis, Interpreting the Musical Past: Early Music in Nineteenth-Century France (New York: Oxford 32
University Press, 2005), 31–36.
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Text:
Der Wind spielt mit der Wetterfahne The wind plays with the weathervane
Auf meines schönen Liebchens Haus. On my beautiful sweetheart’s house.
Da dacht ich schon in meinem Wahne, In my delusion I thought,
Sie pfiff den armen Flüchtling aus. It was whistling at the poor refugee.
Er hätt' es eher bemerken sollen, He should have noticed,
Des Hauses aufgestecktes Schild, The crest above the house, 
So hätt' er nimmer suchen wollen So he never would have wanted to look
Im Haus ein treues Frauenbild. For a women’s fidelity in the house.33
 These are the first two stanzas from Wilhem Müller’s (1794-1827) poem Die Wetterfahne, which is from 33
his Gedichte aus den hinterlassen Papieren eines reisenden Waldhornisten.  This poem is the second poem of 
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Franz Liszt (1811–1886) - “Preludio”
Source information:
Page 166, pre-ruled with 12 staves; scored for piano; 1 bracket connecting the piano 
grand staff; signed F. Liszt | avril 44 [F. Liszt | April (18)44]. 
Biographical information:
Franz Liszt was a Hungarian pianist and composer, presented for the first time at the 
age of nine in Oedenburg.  In 1822, he moved to Vienna to study with Carl Czerny 
(1791–1857) and Antonio Salieri (1750–1825).  The next year he left Vienna for Paris with 
the hopes of studying at the Conservatoire, but was denied entry because he was not 
French.  Just a year later he began to tour, traveling to England three separate times in 
the next three years.  Liszt was very fortunate to see great concerts of his day, in 1830 he 
attended the premiere of Berlioz’s Symphonie Fantastique and then a year later he heard 
Chopin’s Paris debut at Salle Pleyel.  It was in 1837 that the already mentioned 
infamous ‘ivory duel’ between Thalberg and Liszt took place.  From 1839 to 1847, he 
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Albert Grisar (1808–1869) - [Dirige domine deus]
Source information: 
Page 168, pre-ruled with 12 staves; scored for chorus (SATB); 1 line connects the four 
parts; signed à Monsieur Vogt | Paris 20 fevrier 1850 | Albert Grisar [to Mr. Vogt | Paris 
February 20, 1850 | Albert Grisar].  The original clefs were C2, C3, C4, and F4. 
Biographical information:
Albert Grisar was a Belgian composer who traveled to Paris in 1830 attracted by the 
revolution in France, and soon thereafter studied with Reicha.  Three years later his first 
opera, Le marriage impossible, was premiered in Brussels, and then in 1836 his opera 
Sarah had its debut at the Opéra-Comique.  He then moved his focus away from opera 
and began studying Belgian music held in the Italian archives, which in turn gave him 
the opportunity to work on his own compositional technique.   This proved to be very 25
helpful as his first masterpiece Gille ravisseur was produced in 1848.
Notes:
m. 8 A: The text domine began on beat 2.
Text:
Dirige Domine Deus meus in Direct, O Lord my God,
conspectu tuo viam meam. my way in thy sight.26
 This was made possible through a Belgian grant.25
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Bernhard Cossmann (1822–1910) - “Melodie Suisse “
Source information:
Page 170, pre-ruled with 12 staves; scored for cello and piano; 1 bracket connecting the 
piano grand staff and a line that connects the two parts, with the barlines connecting the 
two parts; signed À Monsieur Vogt | B. Cossmann | Paris, 25 fevrier 1850 [To Mr. Vogt | B. 
Cossmann | Paris, February 25, 1850].  The range and extreme use of register makes 
Cossmann’s entry very virtuosic.  The fingerings are original from the manuscript, 
although they may not work for all performers. 
Biographical information:
Bernhard Cossmann was a German cellist who played with the Weimar court, the Paris 
Opéra, and taught at the Moscow Conservatory (1866–1870).  He later founded the 
Hoch Conservatory in Frankfurt.  In December 1849, Cossmann left for Paris with 
Hungarian violinist Joseph Joachim (1831–1907), who entered his entry in Vogt’s album 
a day later than Cossmann. 
Notes: 
m. 6 vcl: Double dot is missing.
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Joseph Joachim (1831–1907) - Untitled
Source information:
Page 172, pre-ruled with 12 staves; scored for oboe and piano; 1 bracket connecting the 
two parts, with barlines running between the two parts; signed Paris, le 26 Fevrier 1850 | 
Souvenir d’amitié et d’estime offer de | Mr Vogt | par | Joseph Joachim [Paris, February 26, 
1850 | Souvenir of friendship and esteem offered to | Mr. Vogt | by | Joseph Joachim]. 
Biographical information:
Hungarian violinist Joseph Joachim (1831–1907) gave his first public performance at age 
eight, and five years later gave his debut performance with the London Philharmonic 
playing the Beethoven Violin Concerto with Mendelssohn conducting.  He would go on 
to greatness, inspiring many works by Brahms and be regarded as one of the greatest 
violinists of the nineteenth century.  In 1850, he embarked on a tour to Paris with cellist 
Cossmann.  During this trip, the two of them played in the premiere of Farrenc’s Nonet 
and also performed with Berlioz.
Notes:
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Marco Bordogni (1789–1856) - Untitled
Source information: 
Page 174, pre-ruled with 12 staves; scored for piano; 1 bracket connecting the piano 
grand staff; signed Paris le 2 mars 1850 | à mon cher ami | Vogt. | Marco Bordogni [Paris 
March 2, 1850 | to my dear friend | Vogt | Marco Bordogni]. 
Biographical information:
Marco Bordogni was an operatic tenor, who like his famous student Cinti-Damoreau, 
sang in many Rossini operas.  He retired from singing in 1833 and spent much of his 
energy on teaching, having joined the Conservatoire faculty in 1820.  During that time he 
taught well-known singers such as German soprano Henriette Sontag (1806–1854) and 
the Italian tenor Giovanni Mario (1810–1883), as well as wrote a popular method book.
Notes:
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Michele Carafa (1787-1872) - Untitled
Source information:
Pages 193–195, pre-ruled with 12 staves; scored for English horn and piano; no bracket, 
only a line connecting the two parts; measure lines go through the barline; signed M 
Carafa al | suo chiarissimo amico | Gustave Vogt | Parigi Gennaio 1843 [M. Carafa to | your 
highly prized friend | Gustave Vogt | Paris January 1843].  The English horn was part 
already transposed, written as the English horn would play it, not the sounding pitches. 
Biographical information:
Michele E. Carafa was an Italian composer who studied at the Conservatoire with 
Cherubini, later teaching there himself.  During his career he wrote twenty-nine operas 
from 1816 to 1847, and in the process found a lifetime friend in Rossini.
Notes:
m. 7 pno: Evidence of scratching out of notes between the staves.
m. 10 pno: Evidence of scratching out of notes in the right hand.
m. 11 pno: The natural on F4 is written in pencil. It is unclear where this penciled 
addition came from.
m. 12 eh: Evidence of scratching out notes between the two groups of 16th notes.
m. 15 eh: Carets instead of staccato.
m. 18–19 eh: End of the second slur crosses the barline.
m. 25 eh: The exact note and rhythm is unclear.
315
m. 27 pno: Evidence of scratching out notes on beat 1 in the right hand.
m. 29 eh: The F#4 is missing the sharp sign.
m. 31 pno: The downbeat is a B0.
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Gustave Vogt (1780–1871) - “[Excerpt from Donizetti’s] Prière de Maria di Rohan”
Source information:
Page 196, pre-ruled with 12 staves; scored for English horn and piano; 1 bracket 
connecting the two parts; signed De la main | de Mer Vogt [From the hand | of Mr. Vogt].  
The page was pasted into the album.  The original clef for the English horn was the C2 
clef.  The voice cue notes are transposed throughout to the English horn pitch.  The 
critical edition of Donizetti’s opera Maria di Rohan was consulted while editing this 
entry.45
Notes:
m. 29–30 pno: Nothing written after the third eighth note of m. 29.  Additions come 
from the published score.
 Gaetano Donizetti, Salvatore Cammarano, and Luca Zoppelli, Maria di Rohan: melodramma tragico in tre 45
atti = melodramma tragico in three acts (Milano, Ricordi, 2014), 379–384.
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Appendix D: Most frequent composers represented 
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